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SALUTE TO SADLERS WELLS 


: —. 
COMPANY THAT DEWIGHTS THE 





Sadlers Wells Ballet Silver Jubilee 


“Comus” — Overture and Minuet — Purcell 
“Prospect before us’, Fugue in D major —Boyce 
“Harlequin in the Street’’, Allegro (No. 10) — Couperin 
“Lord of Burleigh”, Agitato (No. 5) and Allegro vivace (No. 6) — Mendelssohn 
“Les Rendezvous”, Allegro non troppo (No. 5) and Allegro (No. 6) — Auber 
‘The Rake’s Progress” — Gavin Gordon 
“Apparitions”, Consolation (No. 1) and Galop (No.7) — Liszt 
“Horoscope”, Valse for the Gemini — Lambert 
‘‘Wedding Bouquet”’, Tango and Waltz — Stein 
with section of the Chorus of the Royal Opera House, Covent Garden 
‘Adam Zero’’, Dance of Summer — Bliss 
“Cinderella”, Waltz and Midnight — Prokofiev 


CLPIO70 


Robert Irving 


CONDUCTING THE ROYAL OPERA HOUSE ORCHESTRA, COVENT GARDEN 


“HIS MASTER’S VOICE” PLAY 53; nem. RECORDS 
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THE |/F| Hi-Fi UNITS 


Here are the first three items of Imhofs NEW Hi-Fi Unit System. As fore- 
runners of a wide range of Unit Hi-Fi, the Tannoy Loudspeaker Unit and 
the Control Cabinet provide a fine basis for unique hi-fi arrangements ! 
And further units, such as record storage cabinets are being made. This 
new idea in hi-fi unit planning is designed for flexibility of arrangement 
combined with pleasant contemporary design and the opportunity of 
economical hi-fi. These new items, fitted with individual legs or with a 
separate double unit leg-base—as optional extras—are now in production. 
You can come and see them for yourself in our Hi-Fi Room at New 
aes Street, or write for a catalogue to be sent as soon as it becomes 
available. 


PRICES : 


CONTROL CABINET (HFUI) fitted with Pye H58 Amplifier, Lenco 
motor (or Garrard RC98) ... v8. ove oe .. 84 gns. 
Pamphonic FM Tuner Unit (if required)... we ove ss 22,100.0 


LOUDSPEAKER ENCLOSURE" (HFU2) of sutstantial con- 
struction, with unique bass port design, and fully lagged : 
fitted with Tannoy 12 in. High Fidelity Loudspeaker ... 29 gns. 


DOUBLE UNIT LEG-BASE __... we na we = 6} gns. 











112-116 New Oxford Street, London, W.C.! 
MUSeum 7878 
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Sounds and sweet airs, 
that give delight and hurt not. 


The Tempest, Act IITI., Scene 2. 








If Ariel’s tabor and pipe could so delight Caliban, 
what ecstasy would have been his to hear Decca. 
Even Prospero, magician though he was, would himself 
have been enchanted with the true high fidelity of 
Decca ffrr. Today music lovers everywhere delight in 


the “sounds and sweet airs . . . and sometimes voices ”’ 





of operas, for instance, (from Mozart to Mussorgsky), 
to mention but one of the many different types of music 
so vividly presented on Decca high fidelity recordings. 


THE DECCA RECORD COMPANY LIMITED, I-38 BRIXTON ROAD, LONDON, S.W.9 











VORTEXION 


The GRAMOPHONE 


HIGH QUALITY 
TAPE RECORDER 


The amplifier, speaker and case, with detachable lid, 
measures 8}in. by 224in. by I5Zin., and weighs 30 Ib. 


PRICE, complete with WEARITE TAPE 


POWER SUPPLY UNIT 


50 cycles within 1%. Suppressed for use with Tape Recorder. 





* The total hum and noise at 74 inches per 
second 50-12,000 c.p.s. unweighted is better 
than 50 dbs. 


* The meter fitted for reading signal level 
will also read bias voltage to enable a level 
response to be obtained under all circum- 
stances. A control is provided for bias 
adjustment to compensate low mains or 
ageing valves. 


* A lower bias lifts the treble response 
and increases distortion. A high bias 
attentuates the treble and reduces distortion. 
The normal setting is inscribed for each 
instrument. 


* The distortion of the recording amplifier 
under recording conditions is too low to be 
accurately measured and is negligible. 


*% A heavy mumetal shielded microphone 
transformer is built in for 15-30 ohms 
balanced and screened line, and requires 
only 7 micro-volts aang | to fully 
load. This is equivalent to 20 ft. from a 
ribbon microphone and the cable may be 
extended 440 yds. without appreciable loss. 


% The 0.5 megohm input is fully loaded by 
18 millivolts and is suitable for crystal P.U.’s, microphone or 
radio inputs. 
* A power plug is provided for a radio feeder unit, etc. 
Variable bass and treble controls are fitted for control of the 
playback signal. 
%* The power output is 3.5 watts heavily damped by negative 
feedback and an oval internal speaker is built in for monitor- 
ing purposes. 
%* The playback amplifier may be used as a microphone or 
"a/c amplifier separately or whilst recording is being 
made. 
%* The unit may be left running on record or playback, even 
with 1,750 ft. reels, with the lid closed. 


to work from 12-volt Battery with an output of 230 v., 120 watts, 


PRICE £18 0 0 


FOUR CHANNEL ELECTRONIC MIXER 


is almost essential for the professional or semi- 
professional where a number of different items 
have to be mixed on one tape recording. 


It is recommended by a number of tape recorder 
manufacturers for this purpose. 


Any normal input impedance can be supplied 
to order, balanced or unbalanced, the standard 
being 15-30 ohms balanced. 


The normal output is 0.5 volt on 20,000 ohms or 
less, but 600 ohms is available as an alternative. 
The steel stove enamelled case is polished and 
fitted with an engraved white panel suitable for 
making temporary pencil notes. 

An internal screened power pack and selenium 
rectifier feed the five low noise non-micro- 
phonic valves. 

Used in many hundreds of large public address 
installations and recording studios throughout 
the world. 


Telephone : LiBerty 2814 and 6242-3 





PRICE 
£36 15 0 


Manufactured by 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, S.W.19 


Telegrams : ‘* Vortexion, Wimble, London ’’ 
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QUAD |i AMPLIFIERS MATCHING 


PLUG-IN UNITS 


S& = 
mw SS 
cS 


QUAD II CONTROL UNIT / 







/ CORRECT 
EQUALISATION 

/ FOR EVERY 

RECORDING 






>| 


/ INPUTS FOR 
FM, AM, MIC., 


The criterion, as always, is that the reproduced 
sound shall be the closest approach to the / AND TAPE, 


original—that the enjoyment ana appreciation of AS WELL AS 
music may be unimpeded. This is reflected TAPE 
throughout the design of the QUAD Il. It is TAKE-OFF 
reflected, too, in the straightforward and - / 

logical system of control, achieved without the 
sacrifice of a single refinement or adjustment 
capable of contributing to the final objective. 


The QUAD Il, for convenience of installation, is 
constructed in two units—the main amplifier 
and the control unit. Each is complementary to Pe (4 





the other, offering in complete form the 
best which present techniques can devise. 





The closest appwoach tothe original sound 


Send for illustrated brochure. 
ACOUSTICAL MANUFACTURING COMPANY LIMITED, 
HUNTINGDON, HUNTS. Tel. : Huntingdon 36! 


C=€cousticat) 
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Life is full of happy moments. 
Record the'wedding reception . . . Baby’s first word . 
your favourite music ! Keep them alive for ever 
on your Elizabethan 56—the poitable tape recorder 
@ NEW Fully Automatic tape deck with patented Safety Interlock 
@ Servo brakes and spool locking. 
@ Two Speed twin track. 


@ Over two hours playing time. 
@ Internal Mixing. 






Patents 
Pending 





5 2 GNS 





Complete with Mike 







































PORTABLE TAPE RECORDER and 1800 ft. Extra 
Long Play Tape. 
POST THIS COUPON H.P. TERMS AVAILABLE 
ee 
Please send me OE ee eee ee ae ee => 
Lo FREE fully til GID APE RECORDERS) LTD. 
ill trat d TE Pee Eee TTT oTTE LTE COTTE eT CTT Te TT ee 
: 1 9 Field Place, St. John St., London, E.C.I 
== onan an ab an an an ae an an an a a a os en — 
DHB/2531 
) 
THE FINEST METHOD FOR CLEANING RECORDS 
i Music WELSH 
PROVE ALREADY OVER 5,000 ENTHUSIASTIC USERS Hel Yoe 
OF{THE MOUNTAINS 


present their latest release 


All Static and Dust 
completely removed 
from Your Records 
as they are 






Instantly Fitted. 


Suitable for all 
Types of Record. 





THE GODRE ARAN CHOIR 


Quality Improved. Surface (Conductor : Tom Jones) 
H G lian D d, Heulwen Roberts 
Noise and Wear Reduced. nme Te tant ee Prichard 
E.C. 3137. LP. 10in. 33} r.p.m. 29/64 inc. tax 
PRICE Ge 17/6 (plus 7/- purchase tax) Available at all the best dealers 
From Your Dealer, or Distributors for the United Kingdom 
CECIL E. WATTS Selecta Gramophone Ltd., 50 Southwark Bridge Rd., S.E.| 
Consultant and Engineer Duwe (Wholesale Ltd.), 37 Lever Street, Manchester 


(Sound Recording and Reproduction) — 
Oakleigh Grange, High Cross, near Uckfield, Sussex DELYSE RECORDING CO., 44 CLIFTON HILL, N.W.8. Maida Vale 126! 
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Why not leave the experimenting to us? 








and consider... 


“THe SONIXGRAM 






sty 
: 


) \ THE COMPLETE DOMESTIC HIGH FIDELITY SYSTEM 


REGD. 


(including TAPE) 


cece at last you can have high fidelity in 
domestic proportions. Gone are bulky baffles, 


obtrusive horns, and monster cabinets. Everything is 


UN dd {fy 


housed in two neat and matching cabinets, together 
no bigger than the average radiogram. The Control 
Cabinet is casily moved on castors for armchair 


operation and is independent of the Speaker Enclosure. 


THE BASIC UNIT comprises the Control 
Cabinet, the ARMSTRONG AIO Amplifier with 
Control Unit, and the COLLARO 2010 Tran- 
scription Gramophone Unit. The AUXILIARY 
UNITS may be purchased at the same time, or 
later as required. 


BASIC UNIT ... nee a .-. £92.10.0 
AUXILIARY UNITS 
FM 56 VHF Tuner — wie -. 422,10 ~ 
AM 44 AM Tuner is van «. £19.17.0 
TRUVOX TR/7U Tape Deck ... «. £23. 2.0 
PABO—\I, Pre-amp-Bias Oscillator ... £12.10.0 
ARMSTRONG LABYRINTH 
Loudspeaker Enclosure ne --- £30. 0.0 





High Fidelity in Domestic Proportions. 
Domestic in Size . . . Domestic in Style , . « Domestic in Price: 


Post this coupon for descriptive literature of THE SONIXGRAM and details 
of Hire Purchase, Home Trial facilities and Guarantee to ARMSTRONG 
WIRELESS & TELEVISION CO. LTD., Warlters Road, Holloway, N.7. 
Telephone : NORth 3213. 


BLOCK CAPITALS, PLEASE 








ADDRESS GM 





‘=e 
| 
| 














“ARMSTRONG WIRELESS & TELEVISION. CO. LTD., WARLTERS ROAD, HOLLOWAY, N.7. Telephone NORth 3213 
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THE MUSIC 
CAMERA 





Come to think of it, music camera is a rather apt simile for 
the Mark Il. Firstly, like a camera, it is a precision 
instrument. Secondly, it gives you a faithful reproduction 
of the original without any distortion. 


The Connoisseur Mark II is a superb instrument. 





AY Frequency range from 20-20,000 cycles at 
334 r.p.m. 

HESE are the features that put the Mark II in a 
class of its own. When you own a Connoisseur, 
you never invite your friends to 1isten to the 

gramophone. You ask them to listen to an orchestra, 


4 grams downward pressure. 


Total Armature mass 4 milligrams suspended and they hear every instrument and every note. 
on Nylon. 
Armature retracts if head is dropped. RICE: Pickup complete with one head fitted 





with diamond armature £8.15.0, plus Purchase 
Tax £3.14.10. Head only £6.12.0, plus Purchase 


100°, coil : tiated. 
ee eT Tax £2.16.5. Replaceable Armature System £4.10.0, 
plus Purchase Tax £1.18.6. Pickup complete with one 

Voltage output 15 Mv from LP disc. head fitted with Sapphire armature £5.13.0, plus Purchase 


Two eyeas, 


Tax £2.8.4. Head only £3.10.0, plus Purchase Tax £1.9.11. 


Write for details of the Connoisseur Replaceable armature system £1.4.0, plus Purchase Tax 10/4. 








Transcription Motor 








The Connoisseur 3 speed Transcription 

Motor is probably the finest gramophone 

turntable on the market today. It is a Price 
first-class engineering job, hand built from £20 
the highest quality materials. The 12 in. Plus 


turntable is lathe turned in non-ferrous Te ‘7 
£8.11. 






metal. The main spindle is precision Specification : 
ground and runs in phosphor- bronze bearings. Full 12 inch turntable. 
The Internal rim drive from a synchronous motor a a ide uh ye, vartatie —_, ” 

. ; ee echanical speed change wi variation on all speeds. 
provides a mechanical speed variation of 4% on Input voltages 200/250v. A.C., 50 c/s or to order for;200/250v. A.C. 


all speeds without braking action. 60 c/s or 110v. A.C. either 50 or 60 c/s. 











A. R. SUGDEN «& Co. (ENGINEERS) LTD. 


Telephone: Halifax 69169 WELL GREEN LANE - BRIGHOUSE - YORKSHIRE Telegrams: Connoiseur, Brighouse 
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Balanced High ni 





E-A‘R A750-T 
34 gns. 


@ Dual Speakers 


Automatic LP-78 filter switch 


Independent Bass and Treble 

Boost 

e@ High Fidelity type STUDIO 
turn-over pickup 

@ EA'R ‘'750”’ amplifier with 

multiple feedback network 


The A750-T is also available in 
a polished walnut cabinet price 
39 gns., with floor-stand as an 
optional extra at 3 gns. (see inset) 





E-A’R specialisation in the field of sound reproduction makes it 
possible to offer a complete range of gramophones—each designed 
to fit exactly the needs of the discerning record enthusiast, each a 
superb example of craftsmanship, design and presentation. 


The supreme E-A-R Concert Reproducer Console, a 
triumph of fidelicy,{with dual speakers and acoustically 
designed cabinet. 

Standard Automatic Model 52 gns. 





Transcription Model 60 gns. @ Ask your dealer for a demonstration of these and 
Variable Reluctance Model (Garrard RC88) 60 gns. other E:A*R models ; or send for illustrated leaflets. 
tee Made for you by Gramophone Specialists 
Balanced High Fidelity 






AMPLIFIERS ELECTRIC AUDIO REPRODUCERS LTD. 
fanging from 4 to 20 watts f * ° ‘ : 

AMPLIFIER DIVISION, EAR Lid, | THE SQUARE ISLEWORTH MIDDLESEX Phone : HOUnslow 6256-8 [ AR 

The Square, Isleworth, Middx. 
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THE UPN ON 33 HOME HI-FI SYSTEM- 











FOUR RECORD 
CHARACTERISTICS 



































FOUR ALTERNATIVE * 
PANEL COLOURS 


























TAPE RECORD AND 
REPLAY JACKS 











INDEPENDENT VARIABLE 


LOW PASS FILTER 














s1ePLiriED C-CORE LAMINATION tat te 

P.U. MATCHING MATERIAL MATCHING 

* 
TWO RADIO 
INPUTS 
AMPLE SPARE 
fi 
ql POWER 











il 








| TWO YEAR GUARANTEE | 


PRESENCE PLUG 





* EXCLUSIVE FEATURES 


NO OTHER AMPLIFIER HAS 











~ 








ALL 








“U.L.” OUTPUT STAGE 
PUSH PULL ELSs 











THESE FEATURES 


With the introduction of our VHF/FM Unit we are now able to offer a range of precision-built, moderately 
priced equipment, which together with a suitable motor unit, forms a complete home high fidelity system 


of exceptional performance. 
designed to work together. 


AMPLIFIER/CONTROL UNIT 


Designed expressly to meet the require- 

ments of the average home high fidelity 

system, the RD JUNIOR Amplifier and 

Control Unit now enjoy an_ enviable 

reputation, and have come to be regarded 

as the standard by which others are judged. 

TECHNICAL 

@ Power Output 8-10 watts. 
Class *‘ A ’’ p.p. EL84s) 

@ Distortion. -12 per cent at 8 watts. 

@ Freq. Res. + .25db 20-30,000 c.p.s. 

@ Spare Power 270v, 40 m/A, 6.3v.. 2A. 

@ P.U. Sensitivity 30-50 m/V. 

@ Variable L.P.F. (4.5-8.5 kes.) 

@ Switched bass and variable treble 
controls. 

PRICES : Amplifier £17. Control Unit £9. 


ce UL ” 





CORNER HORN 


The RD JUNIOR Corner Horn provides a 
standard of performance far superior to 
that suggested by its modest price. Horn 
loading ensures excellent bass response 
down to approximately 35 c.p.s., whilst 
virtually perfect treble diffusion gives that 
illusion of perspective so necessary for the 
realistic reproduction of orchestral music. 


PRICES : £ s. d. 

Basic cabinet, less speaker and side 

panels (special finishes plus5%) I8 17 6 

Side panels, per pair » 220 2 

Recommended loudspeakers: ... 

Goodmans AXIOM 102 10 7 8 

Wharfedale W10/B 12 410 
. SUPER 8 AL 612 11 





Perfect matching is assured by using units which from the outset have been 


VHFIFM UNIT 


A 7-valve receiver of advanced design, the 
RD JUNIOR VHF/FM Unit has one of the 
most comprehensive specifications so far 
offered in this country. The inclusion of a 
remarkably effective Automatic Freauency 
Control circuit is the outstanding feature 
of the design. This eliminates the need for 
critical tuning, the effects of drift and 
largely obviates the necessity for a tuning 
indicator. 


@ Grounded-grid twin-triode RF Stage. 

@ Foster-Seely Discriminator. 

@ Built-in filament supply... 

@ Styled to match the-RD JUNIOR 
Control Unit. 


PRICE : £17.10.0. (P.T. £7.7.0) 


Available from specialist dealers in London and the Provinces, or if in any difficulty please apply direct. 
Full illustrated literature, including a |2-page booklet devoted solely to the RD JUNIOR Amplifier 


and Control Unit, post free on request. 


Trade and Export enquiries invited 


ROGERS DEVELOPMENTS ceectronics) LTD 


*RODEVCO HOUSE’ @ 
Telegrams : RODEVCO GREEN LONDON 


116 BLACKHEATH ROAD @ GREENWICH @ 


LONDON S.E.10 
Telephone : TIDeway 1723 
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Conchita Supervia 


sings CARMEN 


L’amour est un oiseau rebelle (Habanera), Act 1 


Prés des remparts de Séville (Séguidille), Act 1 
Les tringles des sistres tintaient (Chanson bohéme), Act 2 


Vs 
rohit 


= 


ss 


Je vais danser en votre honneur, Act 2 (with G. MICHELETT!) 
Non ! tu ne m’aimes pas ! Act 2 (with G. MICHELETT!) 
Mélons ! Coupons ! (Trio des cartes) Act 3 
(with A. VAVON and A, BERNADET) 
C’est toi ! C’est moi ! (with G. MICHELETTI) 
PMA1024 
12” LONG PLAYING RECORD 


PARLOPHONE 2: £-?.M. tone PLAYING RECORDS 


THE PARLOPHONE COMPANY LIMITED, RECORD DIVISION. B-1t GREAT CASTLE STREET. LONDON. w.t 














Suppliers to Educational Authorities and Professional Bodies all over the World. 


Commerce : > Musical Adviser : 


H. F. Hubble, A.F.A., A.LA.C. 







J. H. Creed, Mus.Doc., F.R.C.O., L.R.A.M. 









4 
CeAxd 
Se 


ZIM A 









20 ROMILLY STREET, W.1 


GERRARD 2757 
(a) guaranteed unplayed L.P’s. 
(b) rigorously examined. 
(c) fitted with inner Polythenes, Stave Sealed in our Containers (the 
handsome Stave-Sleeves used in appropriate cases) and dated. 


xk * 
also—we purchase and sell slightly-used L.P’s of all types. Highest prices paid. Send/bring or write. 
and—we can take your slightly-used L.P’s in exchange with our incomparable new Stave Sealed L.P’s. 


(GENEROUS ALLOWANCES.) 
finally—we send our newStave Sealed L.P’s tax free toevery country intheworld. Post, pkg., insce. free 


for orders £10 and over. (NOTE: ALL EXPORTS ARE SEALED IN STAVE-SLEEVES FOR ADDED PROTECTION.) 
POLYTHENE-INNERS. 
12 a” 10” 7 au . 
3/11 3/3 2/3 doz. and 6d. post and packing under 20/- 

















STAVE-DIAMONDS. To ensure perfect reproduction and to safeguard your records, we 
strongly advise the change to Diamond Styli. INLAND 94/6, OVERSEAS 67/6. 














STAVE-SLEEVES. Quadruple thickness Polythene Outer Jackets, non-crease, non-tear, which fit over the 





record and sleeve, thus ensuring protection from dust of the whole; exclusively supplied by us. 
For 12” L.P’s, 6/- per dozen. For 10” L.P’s, 4/6 per dozen (post and packing 4d.) 3 doz. and over, post free. 
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MODEL SP/2 


75 gns. 


Designed 





for real fidelity... 








. and what is more, designed by engineers who 
have been in on the ‘‘art and mystery”’ of tape 
recording from the word go. 

The Simon is one of the very few machines which can 
offer a frequency response of 50-12000 c.p.s. plus or ta e rec rd r 

minus 3 db at 7} i.p.s. Its appearance is a delight—above P ° CFeee 
and below the deck. Its performance is superb. An instru- 

ment of precision and versatility—a switch converts it 

from Tape Recorder to 10-watt Amplifier or Record 


Reproducer. 10 watt amplifier. ee 





Ask for a copy of ‘‘ Affairs of Tape.’ 
It gives the inside story of the SP, 


Simon is Cound recording 


SIMON SOUND SERVICE LTD., 46-50, GEORGE STREET, PORTMAN SQ., LONDON, W.1. 
Telephone : WELbeck 2371 (5 lines). 


Northern Depot: J. D. MORRISON & CO. LTD., WAKEFIELD HOUSE, 11/13 NEW WAKEFIELD STREET, 
MANCHESTER, I. Telephone : Central 2959. 


, 
“f 


record reproducer 
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Just Supposing 


Just supposing you had never seen anything but black and 
white movies and then, suddenly, someone showed you a colour 
movie for the first time. That would be the measure of the difference 
between ordinary recorded music and the new Orthophonic High 
Fidelity system. 

The whole audible frequency spectrum is there, every instrument 
with its own voice sounding exactly as it should. 


The New Orthophonic High Fidelity amplifier embodies many 
new and exclusive features and if you are interested in the techni- 
calities of electro acoustic design, send for our illustrated folder 
which gives full technical data regarding this revolutionary new 
development in musical reproduction. 





If, however, you are primarily interested in possessing the means 
of producing music in your own home with concert hall realism, 
ask your dealer to give you a demonstration today. 


The RCA New Orthophonic High Fidelity 

ip comprising pre - amplifier 
control unit (above) and Main Amplifier 
(right) £48 .0.0 


Neur Orthophonsc 


&CA PHOTOPHONE LTD., WINDMILL ROAD, LINCOLN WAX, SUNBURY-ON-THAMES, MIDDLESEX 


41 Associate Company of Radio Corporation of America. 
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Announcing... 


the new 
Musicraft 


FOLDED 
EXPONENTIAL 
HORN ENCLOSURE 


If not unique, we are at least fortunate in possessing a 
staff who are musicians as well as technicians. This 
is why, while performance figures of the new Musicraft 
Folded Exponential Horn Enclosure will stand 
comparison with any other similar equipment, a 
serious emphasis has been placed on ultimate sound. 


Few designs have succeeded in producing a satis- 
factory horn enclosure suited to modern conditions. 
The Musicraft enclosure with its small overall 
dimensions, and clean contemporary design, its 


sensitivity and efficiency at low volume levels, its 


TUE ECE UEC UULLULLLCE CUCU COCOA CCC CLC LL LoL CCo UO 


crispness and clarity of tone and unusual sensation 


2) 
= 


baa SOUVUUUEVULAALUEUAEVAEUGVEDU EECA ETUE EC EDU ETE TOCA TUE E TUE 
of presence, represents a masterly combination of all 


the features desirable in such equipment. 
FREQUENCY RANGE : 30 ¢/s—17,000 c/s 
IMPEDANCE : 3 or IS ohms 
POWER HANDLING CAPACITY : 8-10 watts 


eee at last...a satisfactory DIMENSIONS : Height, 36 in. Width : 20 in. Depth: 20 in. 
exponential horn enclosure 35 mahogany or oak finish 
for contemporary conditions! _— ZAMS eo cenciosure ony 


Speakers and crossover £18.15.0 


See it and hear it now at Musicrafi 


Or write for illustrated folder 20/22 HIGH STREET - SOUTHALL - MIDDX Telephone SOUthall 3828 
Opposite Town Hall : Buses 83, 105, 120, 607 : Western Region Trains 
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The technically initiated and the great widening 


circle of music lovers for ever striving for higher 
standards of reproduction, will recognise that here 
indeed the claim of “Higher Fidelity” is justly made. 

The frequency response of this equipment is flat 
within + 1dB from 20-20,000 c.p.s. Used with appro- 
priate complementary equipment it provides the 
nearest approach to realism yet achieved on re- 
cordings either tape or disc, or from high quality 
radio transmissions. 


tee ee ek eH RH HK H 


GENERAL 
DESCRIPTION 


This unique and exclusive 
loudspeaker combination designed—and 
adjudged—by people who have made a life-long study 
of the techniques of recording and reproduction, will rank in the 
opinion of connoisseurs as the most perfect example of artistic and 
technical achievement yet devised for the re-creation of sound. 
Incorporating a power amplifier of the same technical 
specification as Model 3051, it lacks nothing that the engineer 
will consider desirable in an instrument of the greatest fidelity; 


the craftsman will see in it a creation of grace and dignity, 
commanding pride of place amidst the most elegant of home decor. 


Pre-amplifier and control unit Model 3050 is suitable 
for use with this combination. 


FULLY TROPICALISED 





E.M.Il. INTERNATIONAL LTD. 
HAYES - MIDDLESEX 


Export Distributing Organisation for:— 
Electric & Musical Industries Ltd. 

The Gramophone Company Ltd. 
Columbia Gramophone Company Ltd. 


The Parlophone Company Ltd. 
The Marconiphone Company Led. 
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THE 
PURSUIT OF 
HIGHER 
EFIDEHLITY 


PRE- 

AMPLIFIER 

AND 

CONTROL 

UNIT MODEL 3050 


A four stage amplifier designed to control Power 
Amplifier Model 3051, or Loudspeaker Combination Model 
3052. This amplifier has tone control circuits using special low 
noise pentodes throughout. Tone controls are designed to 
provide Frequency range control consisting of paralleled ‘‘T’’ 
filters giving attenuation of greater than 20dB per octave above 
5 Kc/s, 9 Kc/s and 13 Ke/s, and 6dB per octave above 20 Kc/s. 


POWER 
AMPLIFIER 
MODEL 
3051 


Twin-triode voltage amplifier and phase splitter. Push- 
pull output stage incorporating triode-connected Emitron 
KT66’s. Every precaution has been taken to secure distortion- 
less amplification and to reduce hum and noise level to a 
minimum. The output transformer is specially designed to 
reduce leakage and has fu'ly sectionalised primary and sec- 
ondary windings. 
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High Fidelity Tape Recordings 


FIRST INTRODUCED INTO THIS COUNTRY BY 


“HIS MASTER'S VOICE” 





capable of giving :— 
1. Full frequency range. 
" 2. Distortionless reproduction, 
sin le 3. Unobtrusive background noise 
4. Uniform quality of reproduc- 
tion of the recording from begin- 
ning to end because of the con- 
stant tape speed past the “‘head”’. 
For playing on double track 
Home Tape Recorders and 
Reproducers at a speed of 74” 
per second. 


GUIDO CANTELLI 


HTA23 and THE PHILHARMONIA ORCHESTRA 
Prélude a l’aprés-midi d’un faune— Debussy 

Scherzo: L’apprenti sorcier— Dukas 

Pavane pour une Infante défunte—Ravel 

El sombrero de tres picos—Falla 


FERNANDO PREVITALI 


HTD809 and LONDON SYMPHONY ORCHESTRA 
Dances of Marosszék—Koddly 
“Carmen” Suite No. 1—Bizet 


SOLOMON 


HTA2I and THE PHILHARMONIA ORCHESTRA 
conducted by HERBERT MENGES 
Beethoven Emperor Concerto 


DAME MYRA HESS 


HTA22 Beethoven Sonatas No. 30 in E and No. 31 in A Flat 


HTB408 AMADEUS STRING QUARTET 


(Norbert Brainin-Siegmund Nissel-Peter Schidlof-Martin Lovett) 
and CECIL ARONOWITZ (Viola) Mozart’s Quintet in C Major, K.515 


DIETRIGH FISCHER-DIESKAU 


HTB409 with HERTHA KLUST at the piano. 
Brahms song recital also with THE PHILHARMONIA ORCHESTRA 
conducted by WILHELM FURTWANGLER 

Leider eines fahrenden Gesellen—Mahler 


JOE LOSS & HIS ORCHESTRA 


HTD8IO “Dancing Time for Dancers” 
Quickstep, How High The Moon 

Foxtrot, Stars Shine in Your Eyes 

Tango, Tyrolean Tango Quickstep, The Lady is a Tramp 

altz, Evermore Quickstep, Miss Annabelle Lee 

Waltz, Poeme Foxtrot, The Nearness of You 

Quickstep, The Donkey Serenade 

Foxtrot, Deep Purple 


channel 
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For two channel stereo repro- 
ducers with in-line reproducing 
heads operating at a speed of 
7h” per second. These Tape 
Recordings have all the advan- 
tages of the single channel 
type PLUS THE AMAZING 
ACHIEVEMENT OF RECORDED 
SOUND IN BREADTH AND DEPTH. 
They can be played on “His 
Master’s Voice” Model 3034 
Twin Console Tape Repro- 
ducer, and on other instruments specifically 
designed for the purpose. 


STEREOSONIC 








A Glyndebourne Festival Opera Recording of Mozart’s 


“LE NOZZE Di FIGARO’ 


(Sung in Italian) SAT1006-7 
Figaro Sesto Bruscantini 

Susanna Graziella Sciutti 

Bartolo Ian Wallace 

Marcellina Monica Sinclair 

Cherubini Risé Stevens 

Count Almaviva Franco Calabrese 


Don Basilio Hugues Cuenod 

and THE GLYNDEBOURNE FESTIVAL ORCHESTRA AND CHORUS 
Leader: Arthur Leavins; Continuo: Raymond Leppard 
Chorus Master: Peter Gellhorn 

Conductor Vittorio Gui 

Head of Music Staff Jani Strasser 

Producer Carl Ebert 


SIR MALCOLM SARGENT 


conducting THE PHILHARMONIA ORCHESTRA SAT1005 
Symphonic variations on Z 
an original theme, Op.78— Dvorak 


JACQUES ABRAM 


The PHILHARMONIA ORCHESTRA SATI008 
conducted by HERBERT MENGES 
Concerto No. 1 in D, Op.13—Britten 


= —- 


“HIS MASTER'S VOICE” 

















Te GAMO Pde. 


THE RADIO CRITIC 


The London Audio Fair 

The first European Audio Fair took place 
in London over Friday, Saturday and 
Sunday, April 13th, 14th and 15th, and in 
every respect was an outstanding success. 
Attendance figures quoted at a very con- 
servative 20,000 far exceeded expectations 
and for three days it seemed to those 
closeted in Mayfair’s Washington Hotel 
that everybody in London was there to visit 
the Audio Fair. Queues, often standing in 
the pouring rain, lined the upper part of 
Clarges Street and the end of Curzon Street 
to such an extent that even some of London’s 
buskers turned out to entertain them ! 

Once inside the visitors were presented 
with a static exhibition where representatives 
of the various manufacturers were in 
attendance to discuss technical problems, 
whilst upstairs in the hotel the bedrooms 
on two floors had been transformed into 
demonstration rooms offering a very close 
approximation of domestic listening condi- 
tions. On page 482 of this issue the 
Technical Editor discusses this aspect of the 
Exhibition in greater detail. 

In commenting on the outstanding 
success of this Exhibition credit must be 
given to the representatives of the various 
manufacturers who formed the Organising 
Committee, the manufacturers themselves, 
and last, but by no means least, those 
members of the public, who came not only 
from Great Britain, and showed such interest 
that serious consideration has already been 
given to the future of the London Audio 


Sleeve Design 

Correspondence on this subject, as the 
letters printed (and others received) show, 
shows some dissatisfaction with design but 
approves of gloss. I must confess that, living 
in the country, I had forgotten how polluted 
the air of cities was, nor had I adverted to 
the difficulty of the hot hands that afflict one 
of our correspondents: and so I gladly 
withdraw my previous reference, not meant 
seriously, to “ the great unwashed ”’. 

Mr. Burman, of Liverpool, makes a good 
point about sleeves being designed primarily 
for display, and so the need “ to compel 
attention and beguile the senses’ ; but I 
cannot see that anyone’s senses could be 
beguiled by large and shining photographs 
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of artists who, in the main, can hardly be 
considered photogenic, nor do I rate the 
intelligence of the public so low that they 
have to be beguiled into spending a con- 
siderable sum of money by an assault on 
their purses through the medium of a sleeve 
design. One does not buy a book because 
of its attractive or striking cover but 
because of its contents, though occasionally 
the cover is so artistically designed as to be 
worth preserving. 

Mr. Burman suggests that the disc might 
have a plain permanent cover with a 
temporary coloured wrapping over it, but 
I doubt if the companies would consider 
this to be an economic proposition. 

I have been looking at a number of covers 
from H.M.V. that show an imaginative 
approach. Reynolds’ Heads of Angels for 
Mahler’s Kindertotenlieder, an etching by 
Goya for Granados’s Goyescas, and an 
original drawing for Puccini’s Jl Tabarro. 
On these the lettering is well disposed, 
sufficiently prominent, but not too obtrusive. 
The design for Gluck’s Orfeo is not quite so 
happy as he appears to be entering the 
Elysian Fields more or less in the nude. 

Several readers have pointed out to me 
the extra durability of the glossy covers 
and the advantage of having spinal printing 
on, at least, some of them: and one reader 
complains that all “ classical’? EPs have 
only standard covers whereas the jazz boys 
are given varied pictorial sleeves. Shame ! 

Will our readers now turn to the subject 
of automatic couplings which seem to be 
causing some heart-burning? By how 
many respecters of their LP disc are 
automatic-changers used ? 


Flagstad’s Successor ? 

The name of Aase Nordmo Lovberg, a 
Norwegian singer, has been appearing here 
and there in the press this last six months 
or so, and one heard that she had been 
tipped as Flagstad’s successor. Through the 
kindness of a friend I was able to hear this 
young soprano’s recording of Grieg’s 
Haugtussa song-cycle (which Flagstad 
recorded on 78s some years ago) and was 
immensely excited by it. Her voice, 
though not like Flagstad’s, is very pure in 
quality and she sings with perfect intonation 
and enunciation, and is evidently a fine 





musician. Malcolm Rayment wrote 
enthusiastically about her in the September, 
1955, number of Music and Musicians after 
he had heard her at the Bergen Music 
Festival. She has been successful in opera 
at Stockholm, where she sang Tosca, and 
one remembers that Flagstad began her 
career in such roles. There may well be a 
great Wagnerian singer dormant in 
Madame Lovberg. 

I hope H.M.V. will issue these two 45 
discs here, and any others she may have 
made. I must mention also Robert Levin, 
who accompanies these lovely songs bril- 
liantly ; the recording, too, is very good and 
the discs have a tasteful cover design ! 


The Record Guide 

If the authors are to be taken at their 
word we shall have, very regretfully, to 
consider the Supplement to The Record Guide 
(Collins, 12s. 6d.) not only as a coda but 
as a valedictory volume. It includes all the 
more important issues up to mid-1955, and 
a few of still later date. 

There are some outstanding pages here 
on various recordings of Beethoven’s piano 
sonatas and of Verdi’s two last operas and 
Requiem: and nearly all through there are 
as fair and helpful judgments as before. 
One exception to this is the remark that 
Nan Merriman’s singing of Debussy on 
one side of her French Song Recital “‘ is 
not really satisfactory ’ on the grounds that 
she is not Maggie Teyte: and when one 
turns, as requested, to Collections in The 
Record Guide itself it is to find no items 
mentioned, but merely a reference to 
Debussy in the Supplement. Is Miss Merri- 
man’s singing of Fauré, Duparc, and 
Chausson also to be so easily dismissed ? 
Now in the case of Seefried’s Wolf disc, 
which displeases both the chief authors, 
reasons are not only given, but another, 
and favourable, opinion by one of the 
associate authors is called in. That is just. 

I do not want to end on a querulous 
note, being full of gratitude to the authors 
for their enormous and rewarding labours. 
For its illuminating introductory notes 
and critical comments The Record Guide (the 
main book and supplement) will preserve 
its value for a long time; even indeed, after 
the records discussed in it are superseded. 
In the meantime, however, I hope the 
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authors will devise some method, less 
onerous for them of still continuing their 
good work. 


Contemporary Music 

An article on The Gramophone and Con- 
temporary Music is contributed this month by 
Donald Mitchell, to whom D. M. Young, 
chairman of the High Fidelity Society of 
South Africa, has addressed himself in 
angry terms in our correspondence columns 
following on some subversive views about 
those who enjoy recorded music expressed 
by Mr. Mitchell in Musical Opinion, and 
quoted by me in the Editorial of October, 
1955. Mr. Mitchell does not deal with the 
point in his article, in which he reveals 
himself no enemy of the gramophone 
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record, but will no doubt answer Mr. Young 
in due course. 

Our contributor, who is London music 
critic for The Musical Times, has made a 
mark as a musical journalist. He was also 
part-editor of the Britter. Symposium and 
of the recently published Mozart Companion. 
He is a man of independent ideas and a 
fighter: but he will be the first to realise 
that music critics attending concerts night 
after night are apt to be over aware of the 
lunatic fringe that hovers on the outside of 
all the arts. Critics get few opportunities 
to meet sane and balanced people like you 
and me. I hope Mr. Mitchell will now 
regularly read, as well as contribute to, 
THe GRAMOPHONE and get his perspective 
right. 





THE GRAMOPHONE AND 
CONTEMPORARY MUSIC 


By DONALD MITCHELL 


MUST admit at once—or perhaps 

confess would be a better word to use in 
the pages of THE GRAMOPHONE—that I 
have often criticised the gramophone 
record. Some readers may remember that 
A.R. in a recent editorial (October) 
hauled me over the coals for dropping 
subversive remarks about discs in the 
columns of another journal. Let me now 
make my peace by stating—and elaborating 
—my belief that in the sphere of contem- 
porary music the gramophone record 
functions as the most vital of cultural agents 
and has revealed a conscience and a sense of 
responsibility which have been memorably 
lacking elsewhere. On this positive and 
unqualified note, the gramophone and I 
sing in unison. 

Contemporary music is no longer quite 
in the cinderella of a situation that obtained 
pre-war; not only have the number of 
public concerts and the extent of our broad- 
casting services been greatly increased, but 
the quota of contemporary music played has 
substantially swelled in quantity. In this 
creation of a climate in which a con- 
temporary work is accepted as something 
familiar, not necessarily remote, the gramo- 
phone has played an honourable role. But 
while to-day we need not strive so hard to 
gain a hearing for the modern composer— 
the principle, so to speak, has been estab- 
lished—we are still not at that happy stage 
where we hear the best and most valuable 
of what contemporary music has to offer. 
We have arrived at a curious in-between 
approach to modern music; most of us 
agree that we ought to hear it, but on what 
we ought to hear it is by no means so easy 
to reach a common decision. Here the iseue 
is further confused by the widespread 
opinion that it is not possible in any case to 
decide with a real measure of certainty what 
is valuable among contemporary pro- 
ductions and what is not, that the field of 
choice is a kind of free-for-all from which 
posterity will pick the winners. We can do 


no more than watch the race—and save our 
bets. 

I find this a very evasive, unconvincing 
argument that does not carry much historical 
water. Almost without exception, every 
great figure from the past has had his 
eminence recognised by his own con- 
temporaries, and I think it might be said 
that to a large degree posterity’s verdicts 
mirror contemporary judgments. It is true 
that posterity is selective, while con- 
temporary opinion tends to be indiscrim- 
inate; but the fact that we are bound to 
enthuse about a number of composers who, 
in the long run, will prove to be non- 
starters, need not deter us from acclaiming 
the few who will probably grip the attention 
of the future—and seeing to it that, in part, 
we create a posterity for them by propa- 
gating their music. Thus when I suggest 
that we should hear a good deal of the 
music of Barték, Hindemith, Schoenberg 
and Stravinsky, I do so, I feel, with a 
reasonable confidence in the staying power 
of this constellation ; the relative merits of 
each star—above all, their order of pre- 
cedence—may be disputed, but not, I 
fancy, their musical significance. We have 
to lump them, even if we prefer not to love 
them. 

But, it may be objected, all this is much 
ado about nothing. My Big Four—and I 
do not pretend that they are everybody’s— 
are represented in our concert halls ; why, 
we even hear some Schoenberg, if we are 
unlucky ! Agreed ; but what Schoenberg ? 
The Gurrelieder ? Verklarte Nacht ? Possibly 
Pierrot lunaire? What Hindemith? The 
Mathis symphony ? Perhaps the first per- 
formance of a new piece ? What Bartdék ? 
Will it not be the Concerto for orchestra, or 
one of the other last works? What 
Stravinsky? Firebird, Petrushka, an occasional 
Rite or Symphony of Psalms? When we 
examine the situation, we find that the 
tribute we pay to our constellation is a 
curiously constricted one. Our listening, 
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indeed, is concentrated on Schoenberg’s and 
Stravinsky’s early periods and Barték’s last, 
while in the case of Hindemith only one 
work from his middle period has established 
itself in the concert repertory ; for the rest, 
we make spasmodic contact with his latest 
compositions, encounters that are never long 
enough to result in familiarity. It might be 
argued, of course, that this conspicuous 
selectivity comprises selection of the best 
and most durable, though I should be the 
first to claim the contrary ; what may be 
agreed upon is the lop-sided picture that 
must necessarily emerge as the consequence 
of a public choice which has hardened into 
cast-iron habit. We would hardly expect to 
write—or bother to read—a history of the 
nineteenth century conceived solely in terms 
of the years 1800-1825. In the same way, I 
do not feel that we can rest assured that we 
are doing our duty by contemporary music 
when our practical experience of the range 
and variety of its major exponents is so very 
partial. At the moment, at least from the 
point of view of live performances, we are 
enjoying a self-deceiving satisfaction— 
playing music by contemporary composers 
is not quite the same thing as playing their 
most significantly contemporary music. 

It is here, in my viéw, that the gramo- 
phone shows a resourcefulness and a spirit 
of enterprise which have not yet perhaps 
been fully appreciated. (Would that our 
impresarios might take a few hints from the 
leaves of the catalogues!) It is with the aid 
of gramophone records that we can fill in 
our sketchy knowledge of the contemporary 
musical scene. It is not, I fear, in the 
concert hall that we shall meet Schoenberg’s 
Five Orchestral Pieces, his piano music 
(complete !), or his remarkable cycle of 
songs, Das Buch der hadngenden Garten, all of 
which (together with Pierrot) are on discs. 
Schoenberg is a much underplayed and 
under-recorded composer, but even this 
handful of works places the creator of the 
Gurrelieder and Verkldrte Nacht in a new and 
revealing perspective. We may conclude 
that we can get along without the revela- 
tion, but at least our judgment of what we 
like or dislike in Schoenberg’s music will not 
be vitiated by too narrow an acquaintance 
with his output. Much the same applies to 
Stravinsky ; the gramophone rather than 
the concert hall gives us the chance to come 
to grips with Les Noces, L’histoire du soldat, 
the Mass, Oedipus Rex or the Concerto for 
piano and winds. This is by no means a 
complete list of what is available, but 
savouring just a few of the works I have 
mentioned will broaden our perception of 
Stravinsky, of the whole man and musician ; 
it may even jolt afloat those who have run 
permanently aground on such delectable 
sandbanks as the Firebird and Petrushka. 
After all, Stravinsky was compelled to move 
on, to turn his back on some of his most 
successful achievements ; doubtless he was 
aware of all the dangers—and temptations— 
of sticking to much favoured means of 
expression instead of developing them. As 
with Stravinsky, so with Barték, except that 
it is not his first period which is over- 
performed but his last. In some respects the 
violin Concerto, the Concerto for orchestra, 
or the third piano Concerto—all works 











May, 1956 


dating from his final years—give us a much 
too relaxing impression of his genius. The 
gramophone allows us the opportunity to 
glimpse his altogether tougher and perhaps 
more bracing earlier periods, in such pieces as 
the Dance Suite for orchestra (1923), the or- 
chestral Suite from The Miraculous Mandarin 
(a pantomime), the second string Quartet, 
the second piano Concerto, or the Music 
for strings, percussion and celesta. Bartdék’s 
last period was a beautiful one, but it does 
not reveal every aspect of the musical 
character of this exceptional composer. For 
other, no less essential and often violently 
contrasting aspects, we have to turn to 
gramophone records for enlightenment ; 
and from so doing we are able to build up a 
coherent account of Barték’s total person- 
ality. Hindemith, oddly enough, is another 
composer whose late music shows a distinct 
relaxation. Indeed, it is often hard for me 
to hear in the genial, loquacious Hindemith 
of the ’fifties the tense, gritty, terse and 
revolutionary composer of the ‘twenties. 
Once again the gramophone steps in to 
redress a possibly ill-balanced view. Hinde- 
mith is not only represented on record by 
quite a substantial batch of late pieces— 
and, of course, by the Mathis symphony— 
but also by a group of earlier works (there 
are too many conveniently to list here) from 
which we can learn what all the original 
—and now historical—fuss was about. We 
may prefer the ripest Hindemith ; some of 
us may like his earliest and more caustic 
manner ; however we finally bestow or 
withhold our praise, what must first be 
achieved is the fullest possible knowledge 
of him “ in the round ”’, and it is just such 
a rounded portrait that the gramophone, 
by and large, will be found to offer in the 
case of each member of my constellation. 
Despite the occasionally enterprising 
concert promoter and the efforts of minority 
organisations from the Third Programme 
downwards, the gramophone remains for me 
the most potent of forces in the field of 
contemporary music, not only because it 
provides us with the opportunity to 
familiarise ourselves with a contemporary 
work at length, and thus in detail, but 
because it does justice to the real scope of 
our musical culture: the curse of undue 
selectivity has been avoided. As I have 
suggested in some detail above, if we can 
agree that the leading trends of the music 
of our own time are pretty comprehensively 
anthologised in the persons of Bartdék, 
Hindemith, Schoenberg and_ Stravinsky, 
then we shall find that the gramophone, 
more than any other medium, keeps in the 
living foreground a mass of significant music 
which is otherwise and in general—I am not 
forgetting the B.B.C.’s missionary role— 
neglected. And even if some readers would 
add to my Big Four, or press for substitutes, 
there is a good chance that their choice(s) 
might be equally well served. Many may 
‘eel that the composer of Wozzeck should not 
be omitted. As it happens, Wozzeck is not 
yet available on disc in this country, but if 
it were, and despite the opera’s mastery, I 
should still not be convinced that acquaint- 
ance with that work and, say, the violin 
Concerto (which is available in this country) 
disclosed more to us than the exclusively 
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lyric and rhapsodic side of Alban Berg’s art. 
It gives me satisfaction to turn up in the 
catalogue a record of his Chamber Con- 
certo, a work which presents Berg as 
composer from another point of view 
altogether, one less readily approachable 
perhaps, but of much importance if our 
understanding of him is not to be based 
upon a misunderstanding of his whole 
character. The very latest generation might 
insist upon adding Webern to the constella- 
tion. The wonder is that he appears in the 
catalogues at all—as he does, with his piano 
Variations, Op. 27 ! 


I fear I may have laboured at my 
argument, but I am willing to run the risk 
of seeming tedious when, as is my belief, a 
fact of some weight requires emphasis. I 
trust no reader will take it that I do not 
think there is room for improvement, both 
in the sphere of the gramophone, where we 
must hope for more records of contemporary 
music, and in our concert life, where we 
must agitate for more performances of that 
genuinely contemporary music by accepted 
contemporary masters, music which at 


‘present is still conspicuous by its absence— 


or, if you like, conspicuous through its 
infrequent presence. In time, I have no 
doubt, the change will come about, and it 
will have been prompted by the “ new 
ears”’ cultivated by the gramophone; a 
demand will have been created which will 


have to be met. 


I hope, too, that no one will assume that 
my choice of composers, my Big Four, was 
dictated by personal preference. For two of 
them, in fact, I have no great feeling, but it 
seems to me that all four are indisputably 
the masters thrown up by the first half of the 
twentieth century. Throughout I have not 
been making value judgments—for that 
reason I have kept off composers who are 
our immediate contemporaries and the 
objects of daily comment and controversy— 
but merely drawn attention to the musical 
situation dominated by, indeed, fashioned 
by, these four men; the idiom of our 
musical culture was born out of them, and 
we preserve our most comprehensive 
relation with it through the vital medium 
of the gramophone. 
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It strikes me that this basic concept of 
modern music is really above argument, 
though certainly open to vigorous dis- 
cussion. It is true, of course, that much of 
the contemporary music to which I have 
referred, which is, as it were, conserved on 
record, is “ tough’’, tougher than that 
which is performed at concerts and recitals. 
Hence the latter’s comparative popularity. 
But the significance of a modern work of 
art is not necessarily determined by its 
popularity—nor guaranteed, as some of the 
wearers of hair-shirts too easily take for 
granted, by a lack of public esteem. We 
often discover what is significant in one 
generation’s contribution to music in the 
creative tributes paid to it by their successors, 
tributes which customarily take shape as 
discernible influences. Look at Fricker’s 
second Symphony, for example. In that 
work Stravinsky plays a most obvious and 
pervasive role. But it is not the Stravinsky 
whom we can hear any week at the Royal 
Festival Hall—not the influence of Firebird 
or Petrushka—but the Stravinsky of those 
works which loom more largely in the 
catalogues than on concert programmes. If 
we are still relatively unfamiliar with that 
area of Stravinsky’s genius, we may find 
difficulty in understanding it as part of 
Fricker’s vocabulary, whence we may mis- 
understand Fricker. And this applies not 
only to Stravinsky and Fricker but to the 
other members of my constellation and a 
whole host of the younger generation of 
composers. I am sure that unfamiliarity 
with their ‘‘ sources”’ can frequently add 
to the problems of understanding the music 
of the outstanding talents of the present day. 
A great deal of the music of this decade 
would seem less remote were we more in 
touch with the composers who acted, so to 
speak, as its mothers and midwives. 

The gramophone, for me, has supplied 
most of those missing links. The finished 
portraits of major twentieth century figures, 
which may be assembled on disc, help us 
to read the musical features of the new- 
comers. The gramophone, very much so, 
has put us in the picture so far as the 
‘old’ contemporary masters are con- 
cerned. May it continue to do so with 
those who aspire to take their place. 





LETTER FROM AMERICA 


By HAROLD C. SCHONBERG 


AST month’s news that Victor was going 

to sever relations with H.M.V. came as 
no great surprise to the industry. It had 
been no secret that the two great companies 
had not seen eye to eye about various 
matters in the last few years. But when 
Victor joined forces with Decca in England 
there was some real consternation in certain 
quarters. Record manufacturers in America 
have a healthy respect for British Decca 
and its far-flung distribution system. The 
big questions now to be answered are: 
What is going to happen to London Records 
in America, and who will take over the 
H.M.V. Catalogue? E.M.I., as matters 


now stand, have two distributing centres in 
America—Angel Records and the recently- 
purchased Capitol Records. As for the 
future of London, officials of that company 
profess unconcern, and are “sure” that 
things will work out better than before. 
Victor’s contract with H.M.V. terminates 
at the end of April, 1957, so the answers will 
not be long in coming. 

The Mozart year rolls (or should one say, 
spins ?) merrily on. Every month sees new 
additions of Mozartiana to the catalogues. 
The American collector recently was made 
happy by the Decca release of Mozart’s 
Magic Flute (the same D.G.G. album 
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which was reviewed in the March issue of 
THe GRAMOPHONE). Like most others, 
I was happy to note the presence of the 
spoken dialogue, and equally happy that 
it was abridged. The plot, after all, is high- 
flown baby talk. I realise that some com- 
mentators have been trying to sell us on the 
idea that Shikaneder was a great and subtle 
dramatist ; but really! At any rate, all are 
agreed that some of Mozart’s greatest music 
reposes herein. Fricsay conducts with 
superb rhythm, and without the flabby 
moments that are so prevalent in the album 
conducted by Béhm. Is Rita Streich as 
exciting on stage as she is on records ? She 
makes an exhilarating effect as the Queen 
of the Night. 


This opera is far from being the only 
recent Mozart release. On a pair of Victor 
discs are Fritz Reiner and the Chicago 
Symphony in the Divertimento No. 17 in 
D (K.334), and Eine kleine Nachtmusik, and 
Arthur Fiedler and his Sinfonietta in the 
Divertimento No. 15 (K.287), and Serenade 
No. 12 (K.388). Fiedler’s disc is elegantly 
played and just a little spineless, a complaint 
that cannot be levelled against Reiner’s 
well-paced, incisive work. Wilhelm Kempff 
is the pianist on a London disc, offering the 
Piano Concerto No. 27 in B flat (K.595), 
and the Piano Sonata No. 11 in A (K.331). 
This is clear, exact playing—Mozart playing 
of an entirely different approach and 
philosophy than that of Walter Gieseking, 
who is heard on an Angel disc coupling 
Mozart’s E flat Quintet for Piano and 
Winds (K.452) with Beethoven’s similar 
Piano Quintet (Op. 16). On a new Vox 
disc the Barchet Quartet continues its 
Mozart series with the Quartets in G 
(K.387) and D minor (K.421). These are 
competent but hardly inspired perform- 
ances. Decca offers more Mozart in 
addition to the Flute. Igor Markevitch 
leads the Berlin Philharmonic, chorus and 
soloists in the Coronation Mass, and does so 
with considerable spirit. ‘The singing is 
clear, and the incredibly beautiful Dona 
nobis comes through with its message 
unimpaired. On the same disc Markevitch 
leads a rather hectic Prague Symphony ; 
and on another he conducts two works— 
Mozart’s Symphony No. 34 in C (K.338) 
and Schubert’s Third Symphony. I admire 
Markevitch’s control and eagerness, but 
occasionally wish he had more charm. 


London has released Donizetti’s La 
Favorita, featuring Simionato, Poggi and 
Bastianini, conducted by Erede. Like many 
in this day and age, I had never heard a 
complete performance of the opera, and was 
amazed by its many anticipations of Verdi. 
The singing here, I thought, was good, 
though Poggi’s work allowed for some 
reservations. He is exciting but not very 
subtle or sensitive, and shaping a line 
seems to mean nothing to him. 


Angel has released a Rigoletto on five sides. 
Callas, di Stefano and Gobbi are the 
principals ; Serafin is the conductor. Callas 
is in better voice than she has been in recent 
recordings. There are a few vocal wobbles, 
but some beautiful singing and a real 
personality comes through. Gobbi also is 
fine, and his Cortigiani outburst is really that. 
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But di Stefano’s florid and occasionally 
tasteless singing often is a trial. 

Those who have missed the various Victor 
reissues featuring the voice of Caruso will 
want to know that Victor has just released 
a three-disc album of music that the tenor 
recorded from 1902 to 1920. Among the 
forty-six selections operatic arias predom- 
inate, but there are several Italian songs 
and allied material. In general Victor has 
done a fine refurbishing job, though experi- 
enced collectors may claim that in reducing 
the surface noise the vocal brilliance has 
been cut as well. No matter. The voice 
still booms forth with hair-raising quality. 

The usual miscellany of orchestral music 
has been issued. Vox has an interesting disc 
containing Janacek’s Taras Bulba and 
Sinfonietta, played by Horenstein and the 
Pro Musica of Vienna. The Sinfonietta 
illustrates a dark-sounding kind of national- 
ism. Taras Bulba is an opulent symphonic 
poem with a nod in the direction of Strauss 
and the Russians. Vox also has a disc 
featuring Monique de la Bruchollerie and 
the Colonne Orchestra conducted by Perlea. 
She plays Rachmaninov’s Paganini Rhapsody 
and Franck’s Symphonic Variations, and 
the best one can say about the performances 
is that they are mettlesome. In addition, 
Vox has a Richard Strauss disc containing 
the Metamorphosen (Hollreiser and Bamberg 
Symphony) and Four Last Songs, sung by 
Christel Goltz and the Pro Musica under 
Hollreiser. Goltz’s singing is knowledgeable 
but quavery. Strauss’ musings on the 
Beethoven Funeral March, Wagner’s Sieg fried 
Idyll and some of his own works receives a 
perceptive reading from Hollreiser. 

Decca has a few orchestral novelties. 
Paul Hindemith conducts his own Mathis 
der Maler and Symphonic Dances with the 
Berlin Philharmonic (remember H’s pre- 
war Telefunken recording of Mathis) with 
apparent command, and Ferenc Fricsay 
leads the R.I.A.S. Symphony through an 
abridged version of Gliére’s rather silly Ilya 
Mourometz. Columbia’s recent orchestral 
discs are more conventional: a Beethoven 
Pastoral Symphony, energetically led by 
Szell and the Cleveland Orchestra, and 
Brahms’ Double Concerto, with Isaac Stern, 
Leonard Rose, Bruno Walter and the New 
York Philharmonic. Walter has two 
brilliant soloists here, and they combine 
under his direction like the superb musicians 
they are. Victor’s list also is conventional : 
a routine performance of Tchaikovsky’s 
Fifth Symphony with Sargent and the 
B.B.C., and a coupling of the Sibelius and 
Paganini (No. 1) Violin Concertos, with 
Menuhin, the L.P.O under Boult (Sibelius) 
and L.S.O. under Fistoulari (Paganini). 
Some fine playing can be heard, but also 
some passages where Menuhin fights the 
violin. 

London has a couple of modern works, 
including Frank Martin’s serious, expertly- 
composed Violin Concerto, played by 
Wolfgang Schneiderhan and the Orchestre 
de la Suisse Romande conducted by 
Ansermet. Britten’s Simple Symphony, with 
Goossens and the strings of the New 
Symphony, and Ceremony of Carols, in which 
the composer directs the Copenhagen Boys, 
Choir, are present on one London disc. So 
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are Samuel Barber’s Symphony No. 2 and 
Medea Ballet, with the New Symphony 
under Barber himself. 

The finest LP version of the Smetana 
Quartet in E minor has been released by 
Capitol. The Hollywood Quartet plays the 
ever-lovely score, and also Glazunov’s 
inconsequential Five wNovelettes. Decca’s 
extremely large list last month included 
both of the Brahms Clarinet Sonatas, played 
by Reginald Kell and Joel Rosen with 
considerable refinement and beauty of tone. 
Decca also presented still two more Segovia 
discs (the guitarist’s entire repertoire must 
be on LP by now), and Part II of the 
Granados Goyescas played by that fine artist, 
Alicia de Larrocha. Some Mompou trifles 
round out the disc. With two discs of Bach 
sonatas for unaccompanied violin played by 
Johanna Martzy, Angel completes the 
series of six sonatas (a disc was issued some 
months ago). Martzy sounds like a splendid 
violinist, and one looks forward to her 
eventual visit to these shores. Columbia 
also has a brilliant violinist in Zino 
Francescatti, who has joined forces with 
Robert Casadesus in both of the Fauré 
Violin Sonatas. The interpretations offer 
nothing pretty-pretty. Both performers go 
about it with a good deal of thrust and 
power. The E minor Sonata, incidentally, 
grows on one, and its slow movement is as 
personal and elegiac as anything the French 
school after 1850 has to offer. What a 
master Fauré was ! 





British Musicians for Russia 

The majority of readers will have read 
of the visit to Russia by a party of British 
musicians led by Sir Arthur Bliss, Master of 
the Queen’s Musick. Other artists involved 
include Clarence Raybould, Jennifer 
Vyvyan, Cyril Smith, Phyllis Sellick, Leon 
Goossens, Alfredo Campoli and Gerald 
Moore. 


Later in the year the London Phil- 
harmonic Orchestra will include thirteen 
concerts in Russia as part of a European 
tour which will also include Germany, 
Italy, Switzerland, France, Belgium and 
possibly Holland. 


Index to Volume XXXII 

With this issue we complete the 33rd 
Volume of THe Gramorpuone. As before 
an index will be available to accompany 
the volume giving reference to articles, 
reviews and artists. The price will be 2s. 6d. 
plus 4d. postage and although copies will 
not be available until July or August 
orders can now be accepted by our subscrip- 
tion department at 49 Ebrington Road, 
Kenton, Middlesex. 


Arrangements for binding this Volume 
will be announced in due course. 


Opera on Records 

Further to our announcement on page 
443 of the April issue the broadcast of the 
H.M.V. recording of The Damnation of 
Faust will take place on the Third Pro- 
gramme between 7 p.m. and 9.30 ‘p.m. 
G.M.T. ie 
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THE PROOF OF THE PUDDING... 


is in the eating, but the quality is in the ingredients 


The pudding... THE DR 24 reprovucer 


The ingredients... 





DR 24 Amplifier 
and pre-amplifier. 










DP 6 Moving Coil pick-up. 
Two detachable heads, both 
with diamonds. , 











Garrard Model 301 3-speed 
Transcription Motor wit. 
eddy-current speed-trimmer 
operating on all three speeds. 


6 NEWMAN STREET, OXFORD ST., LONDON, W.! 


THE DR 24 AMPLIFIER 

Output 12 watts with lowest overall distortion 
figures including pre-amplifier. 

Background noise much lower than most, including 
pre-amplifier. Negative output impedance for 
better speaker-control in the bass. Special 
feed-back stabilisation at very high frequencies. 
Result—better transients, cleaner bass, fresher 

tone colours, and that little extra bit of 


transparency that means so much. 


THE DP 6 PICK-UP 

A champion amongst trackers, clings like a limpet 

to the grooves, especially those difficult ones 

near the end of the record which so readily sound 
rough. Heavy piano chords without jarring and 
splendid drums. As a transducer the most satisfying 
of all, clean, clear transients without exaggeration. 
Very deep bass without shudders. Clear sweet string 
tone, voices really natural. In all a tremendous 


** presence ”’. 


THE GARRARD MODEL 301 MOTOR 
Expensive but worth it. Perfectly silent. 
Lowest “ wow ” and “ flutter ” figures. 


No rumble even when listening with a 15-in. speaker. 


The DR 25 Radiogram is the same instrument with the 
addition of a radio receiving unit, A.M. or F.M., which 
may be specified to meet the customers requirements. 


Come to 6 Newman Street and “ taste” it; 
with a D.C.R. 60. Speaker to complete 
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LETTER FROM FRANCE 


By IGOR B. 


Two versions of Brahms’ German Requiem 
appeared simultaneously on the French 
market, one on the Capitol label by Frank- 
furt artists under Georg Solti, the other 
on the Discophiles Frangais label by the 
Stuttgart Ensemble under Marcel Couraud. 
While artistically and technically both are 
excellent, the D.F. set is a better buy, as 
its fourth side carries, by the same per- 
formers, a superior recording of Brahms’ 
Triumphlied, Op. 55. 

Pathé have released three discs of 
Concertos and Symphonies of the eighteenth 
century, played by the Ensemble Instru- 
mental de Paris under Louis de Froment. 
One is filled with works by the ‘‘ Sons of 
Bach ”’, C.P.E., Johann-Christian and Wil- 
helm-Friedmann, the second with Concertos 
by Manfredini, Paisiello, Marcello and 
Sammartini, while the third features, 
besides Telemann’s Don Quixote, Sym- 
phonies by Frederic the Great and the 
two Stamitzes. In addition to this excellent 
set, Pathé released sensitive performances 
by Jeanne-Marie Darré and the Orchestre 
National under Louis Fourestier of Saint- 
Saéns Piano Concertos No. 2 and 4. 

La Voix de son Maitre issued a Cortot 
disc where some brilliantly performed 
Chopin Nocturnes and Nouvelles Etudes 
neighbour with a rather irregular but 
highly attractive, Funeral Sonata. V.d.s.M. 
have also an operatic recital by baritone 
Gino Becchi, singing arias from Don 
Carlos, Rigoletto, Otello, William Tell, Ern- 
ani, Pagliacci, etc. 

Pathé-Marconi’s Collectors’ Series in- 
cludes a fabulous performance by Toscanini 
and the B.B.C. S.O. of Beethoven’s Pastoral 
Symphony (V.d.s.M.) and a_ two-disc 
selection from Charpentier’s Louise, with 
Ninon Vallin, Georges Thill and André 
Pernet under Eugéne Bigot (Columbia). 
The men’s voices sound better than Miss 
Vallin’s in this recording, made nearly 
twenty-five years ago, but lovers of Louise 
will appreciate this issue, as there is no 
other available on LP, a strange fact 
indeed, considering that the Paris Opéra- 
Comique is about to celebrate its thousandth 
performance. Other releases from P.M. 
are by Pathé-Vox: an ultra hi-fi three-disc 
set of Corelli’s Sonatas Op. 3 and 4, in 
a good performance by the Musicorum 
Arcadia Ensemble, and Albeniz’s Iberia, 
complete, in a not too convincing reading 
by pianist José Falgarona. 

From Philips comes what I consider as 
the best available performances on LP 
of Vivaldi’s Four Seasons (by I Musici), 
Mozart’s Piano Concertos K.466 and 488 
(by Clara Haskil) and Ravel’s Piano 
Concertos (by Jean Doyen and _ the 
Lamoureux §.O. under Fournet). Philips’ 
release comprises also three well-performed 
records by Arthur Grumiaux: Mozart’s 
Violin Concertos K.211, 219, 207 and 
271a, with the Vienna S.O. under Paum- 
gartner, and Bach’s Violin Concertos in E 
and A, with the Guller Chamber Orchestra. 


MASLOWSKI 


Philips have also issued Marius Constant’s 
Le joueur de flite, the radio production that 
won the 1952 Italia Prize, using the 
original Radiodiffusion tapes. 

Ducretet-Thomson’s release is topped by 
Vincent d’Indy’s Symphonie sur un Chant 
Montagnard and Jour d’Eté a la montagne, 
the latter being a first recording, by the 
Théatre des Champs-Elysées Orchestra 
under Ernest Bour, with Daniel Wayenherg. 
There is also a well chosen selection from 
Reynaldo Hahn’s Ciboulette, and a Fauré 
piano recital by Germain Thyssens-Valen- 
tin, probably one of the best Fauré piano 
discs on sale here. 

Two records by pianist Pierre Barbizet 
head the Chant du Monde release, a first 
recording of Prokofiev’s Ninth Piano 
Sonata, the two last movements being the 
most attractive, and a wonderful version of 
Mozart’s Piano Sonata K.331, coupled 
with the Fantasy K.475, C.d.M. have 
also a record of Moussorgsky’s songs sung 
by Neliepp, Preobrazhenska, Pirogov, Rei- 
zen, Gmyria and Maksakova, and a deeply 
musical performance by Jeanne Gautier 
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and André Levy of Ravel’s Sonata for 
Violin and ’Cello. 


From Discophiles Frangais come a 
remarkable recording of Schubert’s songs 
for men’s chorus by the Stuttgart Vocal 
Ensemble under Marcel Couraud and, by 
the Saar Chamber Orchestra under Karl 
Ristenpart, with Rampal, Grehling, Pierlot 
and Neumeyer, beautiful readings of 
Bach’s Concertos BWV1o060, 1065bis and 
1044. 

On the Erato label there is a nobly 
performed record of Bach organ music 
by André Marchal ; lively, graceful inter- 
pretations by the J.-M. Leclair Ensemble 
under J.-F. Paillard of Sinfonie, Concerti 
and Sonatas by Torelli, Jacchini, Alberti 
and Bononcini, mostly first recordings ; 
and a series of Concertos by Giordani, 
Rosetti and Viotti by the Piccola Accademia 
under N. Jenkins. 

Club Francais du Disque have released 
an attractive disc of ‘“‘ Old French Songs 
from St. Louis to Henry IV” by the 
Ensemble Vocal Roger Blanchard; a 
record of Liszt organ Music, a rarity 
indeed, by Jean Costa, and finally, a 
brilliant but somewhat cold reading by 
the Cento Soli Orchestra under Louis 
Fourestier of Debussy’s Nocturnes and La 
Mer. 
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ORCHESTRAL 


BACH. Toccata and Fugue in D minor ; 
Komm?’, siisser Tod; Passacaglia 
and Fugue in C minor (trans. 
Stokowski). Leopold Stokowski and 
his Symphony Orchestra. H.M.V. 
BLP 1074 (10 in., 29s. 64d.). 


This record contains some of the greatest 
music ever written, barbarously rescored in 
a lush Hollywood style utterly alien to it. 
Stokowski’s versions of the D minor organ 
Toccata and the Passacaglia in C minor 
make the rival orchestrations of Sir Henry 
Klenovsky and Respighi sound positively 
ascetic. The myriad changes of tempo in 
the former and the monstrous rallentando 
at the end of the latter (a minute and a 
quarter long) are regrettably memorable. 
The toccata will no doubt be welcomed by 
lovers of Disney’s “ Fantasia ’’, or those 
who have the old 78 r.p.m. version, a best- 
seller in its time (surely he did not take 
such liberties with tempo in those days), 
but I hope some of them will listen to a 
version on the organ before committing 
themselves to this dish-up. I can find no 
words to express what I think of Komm, 
stisser Tod as it appears on this record. 

RF. 


TREVOR HARVEY. 
ANDREW PORTER . 


PHILIP HOPE-WALLACE 
ALEC ROBERTSON 
JOHN WARRACK 


BACH. Concerto for Three Harpsi- 
chords No. 2 in C major, BWV 1064. 
Li Stadelmann, Edith Picht-Axen- 
feld, Lisedor Hage - Praetorius 
(harpsichords), Solistenvereinigung 
der Bachwoche Ansbach conducted 
by Fritz Rieger. Violin Concerto 
No. 2 in E major, BWV1042. Tibor 
Varga (violin), Berlin Philharmonic 
Orchestra conducted by Fritz Leh- 
mann. D.G.G. Archive APM14050 
(12 in., 39s. 74d.). 

Concerto for Three Harpsichords : 
Fischer, etc., Philharmonia (3/54) (H)ALP1103 
Stuttgart Pro Musica, Reinhardt (4/55) PL8670 
Champs Elysees, Goldschmidt (1/56) DTL93053 
Vienna Chamber, Heiller (6/52) HLP1024 


Violin Concerto No. 2: 
Goldberg, Philharmonia, Susskind 
(11/53) PMA1007 
Heifetz, Los Angeles P.O., Wallenstein 

(6/55) (H)BLP1070 
Barchet, Pro Musica, Davisson (3/56) PL9150 
Vox, by putting the A minor, E major 
and Double Violin Concertos on one disc 
(PLg150), and the two Three-Clavier and 
the Four-Clavier Concertos on another 
(PL8670), have almost cornered the market 
in these fields ; these versions are at once 
economical and well done. Even if the new 
performances were superlative, the Archive 
would be a luxury buy—only two concertos ! 
As it is, the violin side is not competitive 
because Tibor Varga, distinguished violinist 
though he be, gives a dull, monotonous, 
plodding performance, abetted by a reading 
from Lehmann which wants light and shade. 
The glorious Three-Clavier Concerto in 
C major comes off better—more alert, more 
animated and supple, but the recording 
favours strings at the expense of the soloists. 
In January, R.F. spoke up boldly in favour 
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of a pianoforte performance, instancing the 
difficulty that the harpsichords have in 
making their very first tune register. The 
strings overpower the harpsichords’ octaves 
in the Vox performance—even more so in 
the new one. Yet it is a good recording, 
which “‘ opens up ”’ nicely to let us hear the 
harpsichords (three Neupert instruments) 
as individuals, once they break free from 
the tutti, and the general tonal effect is 
attractive. Nevertheless convenience of 
coupling and economy, too, would prob- 
ably lead one, as a buyer, to favour the 
Vox. The Ducretet-Thomson version (with 
the same programme as the Vox, and a 
couple of anonymous arrangements of organ 
works thrown in as well) uses pianos, light- 
timbred French instruments which seem to 
suit the music well, but the playing is less 
distinguished than in the Fisher/Smith 
Matthews performance, and Artur Gold- 
schmidt does not hold the tempi steady. 
A.P 


BIZET. Roma—Ballet. 

CHABRIER. Bourrée Fantasque 
Ballet. New York City Ballet 
Orchestra conducted by Leon 
Barzin. Vox PL9320 (12 in., 39s. 
74d.). 

Roma was called by Bizet a symphony, 
and by his publishers a suite. Now it 
becomes a ballet, but there is a material 
difference between Balanchine’s _ ballet 
version and the original: the first move- 
ment of Bizet’s symphony is not so much 
abridged as annihilated. A cut is made 
from the twenty-ninth bar of the intro- 
duction to the last two bars of the coda, 
eliminating entirely the body of the move- 
ment ; what is left indeed serves only as an 
introduction, in the wrong key, to the 
scherzo. The rest of the symphony appears 
to be unaltered, except for the effective 
addition of a tambourine to the scoring of 
the finale ; to this I think nobody could at 
all reasonably object. 

The music resulting from this drastic 
rearrangement no doubt makes a_ very 
successful ballet sequence, and could also 
very well make agreeable domestic listen- 
ing ; for Bizet’s gayest moments are thrown 
into prominence. But though for listening 
purposes Bizet could have made. this 
arrangement himself if he had wished—he 
spent most of his life re-writing Roma—he 
did not in fact do so; and it would have 
been more seemly for the gramophone’s first 
allegedly complete Roma to have been of 
Bizet’s version rather than Balanchine’s. 
however suitable this latter may be for its 
own primary purpose. 

The Chabrier sequence, too, is balletic : 
it consists of the Marche Joyeuse (more 
precisely, some of the Marche Joyeuse—it plays 
for nearly seventy seconds) ; the Bourrée 
Fantasque proper, in Mottl’s arrangement : 
the pleasantly romantic interlude from 
Gwendoline ; and the Féte Polonaise from Le 
Roi malgré lui. 

Throughout the orchestral playing is 
reasonably good, but undistinguished ; the 
recording perhaps rather better than that. 
In the theatrical souvenir class the record 
might well be very successful. M.M. 
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DELIBES. Ballet Suites—“Coppélia” ; 
“Sylvia”. ‘Naila”—Valse. Phil- 
harmonic Promenade Orchestra 
conducted by Sir Adrian Boult. 
Nixa NCL16009 (12 in., 39s. 74d.). 
Delightful music—but Sir Adrian and his 
pseudonymous orchestra are hardly the 
people to give us the full glamour. The 
recording is cleverly done, but playing and 
conducting alike lack elegance, grace, the 
right sort of style. They order this matter 
better in France, and one wishes that Decca 
would have another go at their Désormiére 
Sylvia and Coppélia Suites, which were 
splendid on 78s but none too successful in 
early LP editions. Those who are looking 
primarily for an evocation of the Covent 
Garden performances will find versions 
conducted by Robert Irving with the 
Philharmoniaon H.M.V. (Sylviaon CLP 1058 
Coppélia on CLP1046). These are fuller 
selections, a whole 12-inch disc to each, and 
Mr. Irving adopts dancing tempi, which 
Sir Adrian doesn’t—a slight irritation to 
anyone who knows the ballets at all well. 
What we really want is some sort of com- 
bination like Ansermet and the Orchestre 
National to do justice to Delibes. A.P. 


HAYDN. Symphony No. 80 in D minor. 
Symphony No. 103 in E flat major, 
“ Drum Roll”. Vienna Symphony 
Orchestra conducted by Hermann 
Scherchen. Nixa WLP5050 (12 in., 
39s. 74d.). 
Symphony No. 80: 
Philharmonia, Pritchard 


Symphony No. 103: 
L.P.O., Solti 


(2/56) CLP1061 


(12/50) LX3018 
R.P.O., Beecham (2/54) 383CX1104 
London Mozart, Blech (3/56) CLP1066 


Scherchen gives sound performances of 
both these symphonies, though neither is 
lit with imagination. He gets clear playing 
(supported by Nixa’s recording) and Haydn’s 
orchestration is heard well: and he gets 
some really soft playing from his strings. 
You will enjoy the first movement of the 
Drum Roll if you aren’t in a hurry and like 
it easy and graceful. But the sort of thing 
Scherchen misses is the great spot (from 
bar 189 if you have a score handy) where 
there is a succession of ff, each followed by 
a falling back, and then a series of off-best 
sforzandi of great power—he doesn’t make 
half enough of this. 

The slow movement starts well but 
Scherchen fails to maintain his tempo and 
when the violin soloist enters with his 
decorative passage work, he quite evidently 
feels he must play with a bit more movement 
and life (and proceeds to do so). In the 
Minuet and Finale Scherchen recovers the 
sound playing of the first movement, and 
the Finale is notable for some really fine 
soft string work. 

The performance of No. 80 is of much the 
same kind: careful and straightforward 
but not very imaginative. If you particu- 
larly want these-very two symphonies, then 
you will get sound performances well 
recorded ; but if it is a matter of the best of 
each one, then others come to the fore. 

Of the Drum Roll, Blech’s is very good 
indeed if you like swift speeds and a general 
air of lightness in this particular symphony. 
Beecham takes a stronger view and brings 
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to his performance a distinction that none 
of the others has. 

Between the two available performances 
of No. 80 there is little to choose in such 
basic things as speed, but I find Pritchard 
more sensitive and the playing he gets more 
distinguished. Incidentally, as with Blech. 
his disc is considerably cheaper. 


Tit. 


HAYDN. Symphony No. 104 in D 
major, “ London ’”’. 

MOZART. Symphony No. 31 in D 
major, K.297, “ Paris”. London 
Mozart Players conducted by Harry 


Blech. H.M.V. CLP1055 (12 in., 
338. 114d.). 
Symphony No. 104: 

L.P.O., Krips (10/52) LXT2683 


Boston S.O., Munch 
Symphony No. 31: 
I 


(9/53) (H)ALP1061 
..8.0., Krips (6/52) LX T2689 
R.P.O., Beecham (10/53) 33CX1038 

A splendid recording, and lively, keen 
playing. We have been waiting long for a 
recommendable version of Haydn’s last 
symphony, and the new one is certainly 
that. This is not to say that next month it 
won’t be superseded ; but it is true that, 
whatever else may turn up, this record 
should remain a worth-while acquisition. 
The tempi are well-judged, alert in the 
outer movements but not so brisk as to 
muddle the detail. The adagio of the 
introduction and the tempo of the Andante 
seem just right. One’s only quibble might 
be with the handling of the Minuet and 
Trio, where Haydn’s marking, allegro, 
might be taken to imply a faster tempo 
and less heavy accents. 

The ‘ Paris” Symphony is equally 
good, racing off from its premier coup d’archet 
with as much verve as if Mr. Blech wished 
to astonish us in the way that Mozart 
astonished the Parisian audience of 1788. 
The phrasing has not got the personal 
touch of Beecham’s reading, but the 
recording is far better. 


HINDEMITH. Symphony “Die Har- 
monie der Welt ’’. Berlin Philhar- 
monic Orchestra conducted by Paul 
Hindemith. D.G.G. DGM18181 
(12 in., 39s. 74d.). 

It is always a vast relief when a first 
recording turns out to be a thoroughly good 
one. Especially if the work is at all out-of- 
the-way, a disappointing version not only 
damps the market for others, but is in 
danger of creating wrong ideas about the 
music for those who cannot study it for 
themselves. Fortunately both performance 
and recording here are excellent, and this 
important score of Hindemith’s may now 
be appreciated to the full. The disc is 
certainly welcome, for there have not been 
sO many opportunities of hearing the 
symphony since it was given its first British 
performance at the Edinburgh Festival of 
1953. The symphony, drawn like the Mathis 
der Maler symphony from an opera, was in 
fact written for the 25th anniversary of Paul 
Sacher’s Basle Chamber Orchestra in 1952 
—surprisingly, considering the size of the 
resources required. Hindemith’s opera on 
this occasion is about Johann Kepler, the 
astronomer, and his devotion to his philo- 
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sophical and scientific studies in the face of 
all obstacles. The three movements are 
labelled after Boethius, the Roman philo- 
sopher: Musica instrumentalis begins with 
an ostinato introduction in fantastic orchestral 
sonorities, develops a somewhat sinister 
march, and for the central part of the move- 
ment has a complex fugal design ; Musica 
humana is concerned with two broad 
melodies which are later combined ; and 
Musica mundana (Music of the spheres) is a 
powerful fugato followed by a big passa- 
caglia. Hindemith’s detractors will prob- 
ably take exception to his heavy scoring 
and his mannered melodic lines, with their 
inevitable fourths and fifths; for myself 
I can only say that I find this symphony as 
full of his sinewy strength and vitality as 
ever, and the composer’s own performance 
gave me more pleasure than did Furt- 
wangler’s at the Edinburgh Festival three 
years ago. L.S. 


D°INDY. Symphonie sur un chant 
montagnard _frangais. Daniel 
Wayenberg (piano), Orchestre du 
Théatre des Champs Elysées con- 
ducted by Ernest Bour. Jour d’été 
a la montagne. Orchestre Radio- 
Symphonique conducted by Ernest 
Bour. London Ducretet-Thomson 
DTLg3069 (12 in., 39s. 74d.). 
Symphonie sur un chant montagnard francais : 

Casadesus, New York PO, Munch 


(2/54) 383CX1118 
Boschi, Czech PO, Sejna (5/54) LPM90 
Ciccolini, Conservatoire, Cluytens 
(12/54) 33CX1190 
Jacquinot, Westminster SO, Fistoulari 
(2/55) PMC1015 
The very first minute of this record will 
deter most prospective customers, for the 
woodwind are sadly out of tune from the 
start ; indeed the clarinet is an offender as 
regards intonation all through the Mountain 
Symphony, and though things are a little 
better on the other side they are by no means 
perfect there. As far as the orchestra is 
concerned this is playing of a kind that 
simply cannot compete with the careful 
stylish performances on recent rival discs, 
and Daniel Wayenburg can be forgiven for 
being somewhat below form in the Mountain 
Symphony. Listening to this work I thought 
perhaps I was tiring of it, but a few minutes 
of the splendid Columbia and Parlophone 
versions soon restored my belief that this is 
d’Indy at the top of his form ; it is strange 
that music so immediately attractive should 
reach the concert hall so seldom. our 
d’été also shows d’Indy’s love of mountain 
scenery, though it is not so consistently 
interesting as music. Its three movements 
(aurore—jour—soir) are based on_ prose 
poems by Roger de Pampelonne, and in 
effect constitute a symphony. RF. 


MENDELSSOHN. Overtures: The 
Hebrides (Fingal’s Cave), Op. 26; 
A Calm Sea and a Prosperous 
Voyage, Op. 27. Berlin Philhar- 
monic Orchestra conducted by Fritz 
Lehmann. D.G.G. DG17044 (10 in., 
2gs. 64d.). 

A rich spacious recording, beautiful 
orchestral playing, and spacious, if rather 
solid, performances. But the price is too 
high: The Hebrides can fit on a single EP 
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side; Meersstille is perhaps a bit long for 
EP, but MP is the most one could consider. 
Other recommended versions? both 
overtures, plus Ruy Blas and the Schéne 
Melusine on Decca LXT2961, with the 
Vienna Philharmonic under Schuricht ; 
Hebrides and Ruy Blas, same recording, on 
LW5193 ; and Meerstille as fill-up to the 
best of “Scotch”? Symphonies, Kletzki’s 
on Columbia 33CX1219. AP. 


MENDELSSOHN. Symphony No. 4 in 
A major, Op. go, “Italian”. 
Symphony No. 5 in D minor, 
Op. 107, “ Reformation”. N.B.C. 
Symphony Orchestra conducted by 
Arturo Toscanini. H.M.V. ALP1267 
(12 in., 39s. 73d.). Recording of 
broadcast performances, February 28th, 
1954, and December 13th, 1953. 


Symphony No. 4: 


Turin S.O., Rossi (9/50) LX3004 
R.P.O., Beecham (3/53) 33C1006 
V.S.O., Klemperer (5/53) PL7260 


Czech P.O., Pedrotti 

L.S.O., Krips 

Minneapolis S.O0., Dorati 

Philharmonia, Cantelli 
Symphony No. 5: 

Los Angeles P.O., Wallenstein (1/55) AXTL1058 

P.S.O. of N.Y., Mitropoulos (4/56) ABL3082 


One can only imagine that H.M.V. 
would justify this issue of the Jtalian (taken 
from a broadcast in February 1954) by the 
view that they have a duty to give the 
public every performance of Toscanini that 
they have. And there is a lot to be said for 
that. Nevertheless, the honest critic (and 
Toscanini devotee) must say that this is not 
one of Toscanini’s great performances, with 
its rushed first movement, so lacking in 
grace and charm, its plodding second 
movement, and (surprisingly) the often 
heavy and over-accented finale. 

But whatever one may think of the 
performance, the recording is frankly 
appalling: so rattly and unclear that one 
can often scarcely appreciate what the 
quality of the playing may be like, and in 
addition with something we thought we 
had said goodbye to for ever—a pre-echo 
to every movement. No: I’m afraid this 
doesn’t begin to come into competition 
with earlier versions, of which Cantelli has 
made the outstanding record. 

The Reformation is better. With the first 
bars one realises that the sound is altogether 
different, though when the full orchestra 
gets going you will probably have to make 
drastic adjustments. What you can make 
of it will depend on the resources of your 
equipment, but at any rate something can 
be made of it. 

In many ways I prefer Toscanini’s per- 
formance to that of Wallenstein. He makes 
no attempt, for instance, to turn the second 
movement into a Mendelssohn _ scherzo, 
which it is not, but by taking a slower speed 
gives it character, a rustic character that is 
exactly right: and the little slow movement 
is so beautifully tender. Yet Wallenstein, 
with his more vivacious style in the Finale, 
brings off that movement far better. 

There is no denying the interest of this 
Toscanini performance of the Reformation. 
Which you choose will depend, I suggest, 
as much on the resources of your instrument 
as on your view of the interpretations, and 
on whether you are prepared to take the 
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new Italian. Dimitri Mitropoulos’s perform- 
once of the Reformation, reviewed by A.P. 
last month, apparently does not equal 
Wallenstein’s. 


MILHAUD. Suite for Violin, Clarinet 
and Piano. Jacques Parrenin 
(violin), Ulysse Delecluze (clarinet), 
Annette Haas-Hamburger (piano). 

POULENG. Concerto for Piano and 
Orchestra. Three Piano Pieces, 
Annette Haas-Hamburger (piano), 
Orchestre de L’Association des 
Concerts Pasdeloup conducted by 
Pierre Dervaux. Felsted RL89006 
(12 in., 39s. 74d.). 

This makes quite a pretty record. 
Poulenc’s Concerto (less enjoyable than the 
Aubade) is a light, tuneful affair, laid out 
with his usual fluency, taste and feeling for 
ear-tickling and fancy-pleasing effect. The 
first movement has the best tunes. Mlle. 
Haas-Hamburger and the Pasdeloup 
Orchestra trip through it all deftly, but the 
recording lacks body. It seems to be rather 
far away; turning up the volume just 
makes it louder without bringing it any 
nearer. There are also patches where the 
tone is not quite clean. 

Milhaud’s clever little Suite, four num- 
bers, derives from incidental music to 
Anouilh’s Le Voyageur sans bagages which he 
composed in 1936. The sturdy little 
Overture is the best number; the Final 
overstays its welcome. This side is rounded 
off by three of Poulenc’s pretty trivialities 
for piano solo: Improvisation (A minor, 
No. 5 of the first set of six, 1932), Humo- 
resque (1935), and the well-known Valse 
(1918), composed for an album to which 
all of Les Six contributed), in C major 
with an intrusive F sharp. They need 
rather more _ witchery than Mlle. 
Haas-Hamburger has to offer, and the 
recording, which is good for the Suite, 
tends to go off. A:P. 


MORALES. “The Wedding of 
Camacho ”—Ballet Suite. Over- 
ture—“‘ Abu Casem’s Slippers ”’. 
Stockholm Radio Orchestra con- 
ducted by Sten Frykberg. London 
International WBg1144 (10 in., 29s. 
64d.). 

Olallo Morales is described by Grove as 

a “* Swedish critic, conductor, organist and 

composer of Spanish birth ’. He was born 

in 1874 and his mother, it seems, was 

Swedish. I am told that he is not regarded 

as one of Sweden’s leading composers, and 

I can find no trace of any of his music ever 

having been played in this country. The 

ballet suite, The Wedding of Camacho, is 
based on a story from ‘‘ Don Quixote ” 
and it occupies a side and a half. The 
music is mildly attractive and in the 

Spanish idiom, pre-Ravel vintage. The 

Overture was written for an Arabian 

Nights-style comedy by, of all improbable 

people, Strindberg. It is deftly written in 

the idiom of fifty years ago with pseudo- 

Eastern touches. There is some attractive 

wordless singing by a tenor in the middle. 

The Stockholm Radio Orchestra impressed 

me as an excellent band, and the recording 

too is worthy of better music. R.F. 


May, 1956 


MOZART. Concerto No. 13 in C major 
for Piano and Orchestra, K.415. 
Concerto No. 20 in D minor for 
Piano and Orchestra, K.466. Julius 
Katchen (piano), New Symphony 
Orchestra of London conducted by 
Peter Maag. Decca LXT5145 (12 in., 
39s. 74d.). 

Concerto No. 20: 

Haskil, Winterthur, Swoboda (8/54) WLP5054 

Novaes, Vienna Pro Musica, Swarowsky 
(10/54) PL8430 
Serkin, Philadelphia SO, one ; 
(10/54) ABR4006 

Gieseking, Philharmonia, Rosbaud 

(11/55) 38CX1235 


Fischer, Philharmonia (2/56) BLP1066 


This is the first recording to appear in 
this country of K.415; it is also the first 
Mozart recording to be made by Julius 
Katchen, who has proved his worth in 
Beethoven, Bartok, Liszt and Rachmaninov. 
And so for two reasons one regrets having 
to report disappointment. The Concerto. 
to be sure, has by no one been rated as one 
of Mozart’s finest. It is the last of three 
Vienna concertos (K.413-5) written in 
1782-3, a somewhat stiff and conventional 
work, though with exquisite things in it, 
including an unexpected C minor adagio 
episode (once intended for the slow move- 
ment) in the Finale. 


Mozart style, Mozart piano style in 
particular, leads to ready disagreement, but 
I find the unsteadiness of rhythm, both of 
Mr. Katchen and Mr. Maag, highly 
destructive of enjoyment. Many years ago 
Mr. Eric Blom wrote in The Birmingham Post 
(how well his Musical Postbag re-reads !) 
some sentences that will bear quoting here : 
“One general rule, I fancy, should be to 
play Mozart much more strictly in time 
than his music is done as a rule. Plasticity 
should be gained far more by the most 
scrupulous attention to phrasing than by 
fluctuations of speed. A particularly bad 
habit to shun is the not infrequent one of 
playing rapid groups of notes just a shade 
quicker than their equivalent in longer 
notes”. The habit is not so common 
now, but Mr. Katchen here and there 
indulges in it. 

It is not, however, solely a question of 
rhythm. It sounds as if the interpreter had 
not quite decided in his mind what sort of 
performance he was going to give. There 
is little sense of a unified conception, 
inspiring confidence from the start, but 
rather a straying from one plane of dynamics 
to another within a single passage, and 
phrasing of all sorts and kinds. If K.415 
sounds rather like sight-reading by an 
extremely talented performer, the D minor 
sounds like the performance of someone 
who knows the piece very well but has 
become obsessed with the effects that can 
be made in individual passages. There are 
many signs that much thought has gone 
into the reading, but the general impression 
is broken up and unsteady, with, as in 
K.415, passages snatched at, notes suddenly 
so prominent as to be displaced from the 
dynamic context, phrases stroked and 
swooned over in the manner of a Viennese 
would-be charmer. Pages 53-4 of the 
Eulenburg miniature score (bars 40-65 of 
the Romance) seem to me to demonstrate 








= = = 2 = 


—T—T—lCiaSOCSnwrlClCU rCOCOlClCrCOOlhUh 


May, 1956 





HP 





GROUP RECORDS 


The GRAMOPHONE 











LATEST RELEASES 


“COPPELIA” BALLET SUITE (Delibes) 
“SYLVIA” BALLET SUITE 
“NAILA” VALSE 

PHILHARMONIC PROMENADE ORCHESTRA 


conducted by SIR ADRIAN BOULT 


. NIXA 
NCL 16009 








GLI UCCELLI (THE BIRDS) (Respighi) 


ANCIENT AIRS and DANCES 
for the LUTE Orchestral Suite No. 2 


VIENNA STATE OPERA ORCHESTRA 
conducted by FRANZ LITSCHAUER 


VANGUARD 
PVL 7025 


GOLDBERG VARIATIONS 
(J. S. Bach) 


harpsichord GUSTAV LEONHARDT 


VANGUARD 
PVL 7010 


66 HAYMARKET - 
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LONDON.S.W.1. 


SYMPHONY NO. 40 (Mozart) 
“EINE KLEINE NACHTMUSIK” 


VIENNA STATE OPERA ORCHESTRA 
conducted by FELIX PROHASKA 


VANGUARD 
PVL 7014 


SEPTET IN E FLAT (Beethoven) 


BARYLLI STRING ENSEMBLE 


VIENNA PHILHARMONIC WIND GROUP 


NIXA 
WLP 20020 
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At the touch of your hand an orchestra 

swells softly into being and the room is filled 
with glorious music . . . rich, living 

sounds of astounding realism, exactly adjusted to 
suit your own particular requirements. You 

are listening to Pye High Fidelity. With beautifully 
conceived, technically perfect units 

designed to fit pleasingly and unobtrusively 

into the modern home, Pye High Fidelity systems 
bring new meaning, new magic to your enjoyment 
of recorded or broadcast music. 


a 
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The units shown are (above) the Cantata 





Corner Loudspeaker System, (right) 
an FM/AM Radio Tuner and (beneath it) 
the HF5/8, a new high performance 





Amplifier and Control unit specially 
designed for use in the home. 

If you would like further details, ask 
your Pye Dealer or write to 

Pye Ltd., High Fidelity Division, 
Cambridge, for illustrated folders. 














HIGH FIDELITY SYSTEMS 


—the New Sound in Home Entertainment 
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HIGH FIDELITY SYSTEMS 


Whether your need is for separate High Fidelity units, a complete 
system, or merely good advice—see your local Pye Hi Fi Dealer. He 
can offer you all the necessary skill, experience and service to ensure 
your complete satisfaction. 

A list of specially appointed Pye Hi Fi dealers in the North-East is 
shown below. For names of dealers in other areas, please write to 
Pye Ltd., High Fidelity Division, Box 49, Cambridge. 


PYE DEALERS IN YORKSHIRE AND DURHAM 





BRADFORD 


Brown, Muff’s of Bradford 
Howard House Showroom 
Telephone 23434 


HARROGATE SHEFFIELD 
Television Service (Yorks) Ltd. J. Atkinsons (Service Store) Ltd. 
22 Oxford Street High Court 


Telephone 6571 Telephone 26017 





Busby’s (Bradford) Ltd. 
Hallfield House 
Manningham Lane 
Telephone 23456 


HUDDERSFIELD 


J. Wood & Sons Ltd. 
67 New Street 
Telephone 156 


Philip Cann 
4 & 4A Dixon Lane 
Telephone 20737 





J. Wood & Sons Ltd. 
28 Sunbridge Road 
Telephone 20014 


HULL SOUTH SHIELDS 
East Hull Radio and Records J. Stanley Penney Ltd. 
27 Holderness Road 5 Charlotte Terrace 
Telephone 31030 Telephone 1324 





CHESTERFIELD 


Blacks Radio Stores Ltd. 
55 Low Pavement 
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Stereosonic 


. for two-channei stereo reproducers with 
in-line reproducing heads operating at the speed 
of 73” per second. This is recorded sound in true aural 
perspective. Listening to these superb performances 
you sense the music coming from the 
whole depth and breadth of the concert platform. 
There is an unbelievable spaciousness in the 
reproduction—a new realism that is startling 
in its impact. 
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SIR THOMAS BEECHAM, Bt. 

(by permission of Columbia Records, U.S.A.) 
conducting the ROYAL PHILHARMONIC ORCHESTRA 
Symphony No.6inC—Schubert BTA104 


DAVID OISTRAKH with VLADIMIR YAMPOLSKY 


VIOLIN ARTISTRY ”’: 

Love song — Suk arr. Kocian : 

Three Hungarian Folk Dances — Koddly arr. Feigin; 
Légende — Wieniawski ; 

Mazurka — Zarzycki BTA195 


LOVRO VON MATACIC 
conducting the PHILHARMONIA ORCHESTRA 
Fantasy ‘‘ The Tempest ’’— Tchaikovsky BTB301 


NORRIE PARAMOR ann uIs ORCHESTRA 

THE VERY THOUGHT OF YOU’’: 

Someone to watch over me ; 

Deep Purple ; I’ll get by; 

The very thought of you; Dearly beloved BTD702 


et ep 23 28.) S -7 S-X 


tei eet | ©) 3 Oe AN od a ere] deli, fer 





single Channel 


. .. faithful copies of the master tapes 
from which Columbia Long Playing records 
are made. They give you undistorted reproduction 
over the whole of the frequency range, 
and with an almost entire absence of background 
noise. You play these remarkable recordings of 
notable performances on any double-track home 
tape recorders and reproducers at the 
standard speed of 74” per second. 


COLUMBIA GRAPHOPHONE COMPANY LTD., RECORD DIVISION, 


@-11 GREAT CASTLE STREET, LONDON, wW,t 


ee 


** Le Nozze di Figaro ’’, ‘‘ Don Giovanni ”’ and ‘‘ Idomeneo”’ 


HERBERT VON KARAJAN 
conducting the PHILHARMONIA ORCHESTRA 
Symphony No. 3 in E flat (‘“‘ Eroica’’)— Beethoven CAT27 


IGOR MARKEVITCH 
conducting the PHILHARMONIA ORCHESTRA 
A PORTRAIT OF THE WALTZ ”’: 
Danse Macabre — Saint-Saéns ; Valse Triste — Sibelius ; 
German Dance (‘ Die Schlittenfahrt ’) K.605 — Mozart ; 
Tanzwalzer — Busoni ; Mephisto Waltz (from Lenau’s ‘*‘ Faust ’’) — Lisat ; 
Dance of the Sylphs — Berlioz ; 
Waltz (from Suite No. 2) — Stravinsky ; 
Féte Polonaise (from ‘‘ Le roi malgré lui’’)— Chabrier CAT279 


GEZA ANDA 


Etudes symphoniques — Schumann ; 
Variations on a theme by Paganini— Brahms CAT280 


ELISABETH SCHWARZKOPF 
and the PHILHARMONIA ORCHESTRA conducted by JOHN PRITCHARD 
MOZART OPERATIC ARIAS (in italian) : 


A selection of famous arias from 
CAT281 


DAVID OISTRAKH and the PHILHARMONIA ORCHESTRA 
conducted by ARAM KHACHATURIAN 


Concerto for Violin and Orchestra — Khachaturian CBT555 
GEORGE WELDON 


conducting the LONDON SYMPHONY ORCHESTRA 
Symphonic Poem “ Tintagel ’’— Bar ; 


“* The Perfect Fool’? — Ballet Music — Holst ; 


Aristophanic Suite ‘‘ The Wasps ’’— Vaughan Williams cCcTe& 


NORRIE PARAMOR ann HIS ORCHESTRA 


‘* THE VERY THOUGHT OF YOU ”’: 


Embraceable you ; The touch of your lips ; 

The nearness of you ; Stairway to the stars ; 

Stardust ; Someone to watch over me ; 

Deep purple ;I’llget by ; The very thought of you ; Dearly beloved CDT859 
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a way not to play Mozart. Compare these 
with Gieseking’s or Fischer’s rendering: I 
should advise the prospective buyer to 
choose between them, and personally favour 
the Gieseking, not only absolutely, but 
because of the more economical format. 


The recording is clear ; the orchestral 
playing adept, but not much more than an 
accompaniment. The double-basses sound 
a little heavy, particularly in K.415, and 
the piano sounds at times as if it were an 
upright. In the first movement of K.415 
Katchen uses not Mozart’s cadenza but 
some other, unidentified by label or sleeve, 
and he omits Mozart’s cadenzas for the 
second and third movements, without 
substituting any others. In the D minor 
Concerto he plays Beethoven’s cadenzas. 

A.P. 


MOZART. Concerto No. 17 in G major, 
K.453- Concerto No. 25 in C major, 
K.503. Denis Matthews (piano), 
London Mozart Players conducted 
by Harry Blech. Columbia 338X1044 
(12 in., 33s. 114d.). 

Concerto No. 25: 
Gieseking, Philharmonia, Rosbaud 
(11/55) 38CX1235 
Seemann, Munich P.O., Lehmann 
(3/56) DG16014 


Now that Ralph Kirkpatrick’s perform- 
ance of the G major Piano Concerto, on a 
reconstruction of an _ eighteenth-century 
piano, has been deleted from the Nixa 
catalogue, the new Denis Matthews set is 
the only one available. It serves, but is not 
particularly distinguished. On the orchestral 
score we are offered, in both concertos, 
dead sort of phrasing, without vitality or 
spring in it, and often a careless sort of 
balance in which wind detail is murky or 
obscured. No motion is perceptible in the 
oboes’ quaver thirds at bars 65ff of the 
Andante (K.453). The flute is feeble in the 
Finale, both in the first two sections, when 
it does not make itself heard against the 
violins, and more importantly at bars 34ff, 
when it is supposed to be carrying the main 
theme. General feebleness of woodwind is 
not passable in this concerto, where Mozart 
has written (e.g. bars 80-go of the Finale) 
important concertante passages for the 
section. 


Nor is Denis Matthews the sort of pianist 
who, by crispness, alertness of rhythm and 
buoyancy of pulse, can make up for the 
conductor’s lack of precision in tempo. His 
best Mozart concertos, indeed, are those 
where these qualities have been provided 
by the conductor. His contribution is 
graceful, tasteful and musical, but in the 
last resort not very impelling. In several 
places, however, particularly in the Finale 
of the C major, there are some very attract- 
ively struck phrases, and the playing never 
falls below a decent level. The disc, which 
is well recorded, could be described as 
capable, honest, clean and likely to give 
pleasure. 


Mozart left two sets of cadenzas for 
K.453 (both Allegro and Andante call for 
a cadenza). Mr. Matthews uses the first 
in each case, K.-E. 626a, Nos. 22 and 24. 
In K.503 he plays an apt cadenza of his 
own composition. A. 
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MOZART. Symphony No. 2 in B flat 
major, K.17. Symphony No. 3 in 
E flat major, K.18. Symphony 
No. 4 in D major, K.19. Symphony 
No. 5 in B flat major, K.22. Sym- 
phony No. 7 in D major, K.45. 
Ensemble Orchestral de L’Oiseau- 
Lyre conducted by Louis de 
Froment. London  L’Oiseau-Lyre 
OL50118 (12 in., 39s. 74d.). 

It is probable that none of the music on 
the first side of this record is by Mozart. 
‘**K.18 ” is a symphony by Abel, the last 
of the great eighteenth-century gamba 
players who was settled in London when 
the eight-year-old Mozart came there with 
his sister and father. Mozart (or his 
father) must have thought well of it, for 
he took the trouble to copy it out ; hence 
its mis-attribution to him. It is a much 
better work than any symphony Mozart 
himself wrote in London, and there is no 
reason to regret that it should be recorded. 
(Presumably the sleeve of this record, 
which I have not received, will make its 
authorship clear ; there is no hint on the 
label that it is not Mozart’s). There are 
two clarinets in the score, and it is hard to 
think of an earlier orchestral work that 
includes these instruments. J. C. Bach, 
also in London at this time, was including 
them in his operas. Mozart did not use 
them orchestrally for at least another 
decade, and Haydn ignored them for 
longer still. Abel not only uses them, but 
gives them attractive solos accompanied 
only by bassoon, or bassoon and horn. 

K.17 is a suspect symphony. It is a 
much fussier work than K.16 (not included 
on this disc) or K.19, both indubitably 
Mozart’s, and written in London. It 
lacks their basic naiveté. It has a double 
bar in the first movement, and a minuet 
and trio, both rarities in Mozart’s earliest 
symphonies. Perhaps this was another one 
his father made him copy out because he 
thought it a good model. 

K.22 was probably written at the Hague 
while the Mozarts were on their way back 
to Salzburg from London. It has a 
crescendo near the start of the first move- 
ment; orchestral crescendos were at that 
time a very recent invention. More 
important, it has a very notable slow 
movement in the key of G minor ; so early 
as this, the key seems to have meant 
something special to him. 

K.45 is the best of the Mozart symphonies 
on this disc. He wrote it in Vienna when 
he was just twelve, and used it (with altered 
scoring and no minuet) as the overture 
for his opera, recently given in London, 
La finta semplice. It has trumpets and 
drums, and generally is on a larger scale 
than the others, though the slow move- 
ment is tiny; without repeats it would 
last only a little over a minute. The trio 
of the minuet is delightful ; Mozart seems 
to be enjoying some harmonies he had not 
thought of using before. The finale is the 
only one on this disc not written in the 
then common time signature of three-eight. 

The performance of these small-scale 
symphonies is on the whole stylish and 
alive. It would have been more authentic 
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to have had a bassoon doubling the bass 
line in those works without an independent 
bassoon part, and there is no doubt that 
these symphonies were all originally played 
with harpsichord continuo, though they 
are not so played on this disc. The 
appogiaturas in the cadences of K.17’s 
minuet and trio should be played minim- 
crochet and not crochet-minim. In move- 
ments in two repeated halves, only the 
first repeat is generally made. I think 
myself that with music of this period or 
earlier it is best to make both repeats or 
none at all. The recording is good. 
Perhaps the violins sound a shade stringy, 
but on the whole the quality is excellent, 
and there is plenty of resonance and 
brightness. No one would pretend that 
these symphonies are wildly exciting, but 
they are of considerable historical interest, 
and there is much here to delight the 
listener with a taste for the galant. R.F. 

(A further disc, containing Symphonies 
K.48, 73, 74 and 84 will be reviewed next 
month.—Eb.) 


MOZART. Symphony No. 29 in A 
major, K.201. Concerto No. 23 in 
a major for Piano and Orchestra, 
K.488. Germaine Thyssens- 
Valentin (piano), Serenade- 
Orchestra of the Salzburg Festival 
conducted by Bernard Pa er. 
London Ducretet-Thomson DTL93057 
(12 in., 39s. 74d.). 


Symphony No. 29 : 


Suisse, Maag (4/51) LXT2562 


Suisse, Maag (12/53) LX T2840 
Perpignan Orch., Casals (12/53) 88CX1088 
Bamberg S.O., Keilberth (2/54) OL50005 


Vienna Pro Musica, Perlea (4/55) PL8750 

Philharmonia, Klemperer (10/55) 33CX1257 
Concerto No. 23 : 

Gieseking, Philharmonia, Karajan 


(12/53) 33C1012 
Kraus, V.S.O., Moralt (1/54) PL6890 
Curzon, L.S.O., Kri 


rips (4/54) LX T2867 
Matthews, Philharmonia, Schwarz 
(11/54) 3351039 
Solomon, Philharmonia, Menges 
(1/56) (H)ALP1316 


This coupling of two much-recorded 
pieces proved to be unexpectedly enjoyable. 
With the memory of disappointing mornings 
in the Mozarteum during the Salzburg 
Festival, and the same orchestra’s ill-starred 
Festival Hall concert in 1953, I approached 
it somewhat suspiciously—but dropped 
prejudice quite soon, and was captivated. 
Let me make it clear, before I am reproved 
for overpraising the record, that other 
versions of the symphony and concerto 
present more accomplished orchestral play- 
ing, more deftly turned pianism, more 
elegant—quite simply greater—conducting. 
One would not deny that there is some out- 
of-tune orchestral playing, particularly in 
the symphony, and that the strings occasion- 
ally slip and squeak. But there are unusual 
virtues. 

There is abundant testimony to the effect 
that Mozart protested against the speed at 
which his music was often played: the 
latest comes from the recently published 
journal of Mary Novello: ‘ Mozart par- 
ticularly disliked the hurried manner in 
which some orchestras accompanied his 
operas, and Madame [the composer’s 
widow] thinks that they are now generally 
spoiled by their being played too fast and 
each sound cut too short, many of the wind 
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instruments she declared were mere puffs, 
no effect whatever produced” (how well 
one knows those puffs!). We can extend, 
surely, the comment to apply to the 
orchestral music as well. Dr. Paumgartner 
and Miss Thyssens-Valentin never make 
the mistake of playing the music too fast, 
and their slow tempi, though surprising at 
first, soon make the well-known concerto 
particularly enjoyable. Dr. Paumgartner 
conducts a small orchestra, and keeps every 
part clear. One hears the bassoons along 
the bass line, always a pleasure, and there 
is plenty of dynamic light and shade. The 
phrasing is not exactly elegant, but always 
alert and musical, and an excellent recording 
presents attractive, individually flavoured 
tone both from orchestra and piano. The 
violins sound very prominert, but in fact 
they do not obscure the woodwind whenever 
the latter have anything important to say. 

The concerto performance is very well 
rehearsed: give-and-take between soloist 
and band is beautifully graded, and the 
joins are deft. There is an accelerando 
before the cadenza is reached, but this seems 
quite legitimate (and is a very different 
thing from constant unsteadiness). Mozart’s 
cadenza is used, and played with distinction : 
the chromatic rising scale in the bass sounds 
particularly effective. The handling of the 
wonderful Andante is imaginative, and the 
tissue of sound—the piano’s line spanning 
vast curves against the pizzicatos of the 
strings, or flute and clarinet in liquid thirds 
while second clarinet rocks in a triplet 
accompaniment—beautifully managed. In 
the Finale the last return of the main theme, 
coming back after so long a digression, has 
a particular joyousness and confidence. 

In the Symphony the sturdy tone and 
playing is peculiarly attractive, despite 
some wrong and out-of-tune notes. The 
violins have a beautiful attack and an open 
stream of tone, and wind and strings are 
very well balanced. The tempo of the 
Andante is ideal, and the phrasing sensitive 
without being mannered. The Trio is taken 
more slowly than the Minuet, which is 
brisk, and the Finale is elating. All in all, 
a firm, strong and delightful performance. 
When we return to the Peter Maag version, 
generally accepted as model, it now sounds 
hurried. Klemperer is smoother and more 
expansive in style, less “eighteenth century”’, 
less individual, but of course thoroughly 
enjoyable. In fact, comparisons hardly 
seem to be called for, so different is the style 
(the same applies in the case of the concerto, 
where Solomon gives an admirable per- 
formance in the more usual manner). 

K.201 is one of the all too few Mozart 
symphonies for which a score is available 
(Heugel : United Music Publishers, 2s. 6d.). 

A.P. 





Wharfedale in the R.F.H. 

Last reports indicate that whilst all the 
cheaper seats have been sold for the Concert 
of Live and Recorded Music to be given in 
the Royal Festival Hall on May 12th, there 
are still some seats available at 8s. 6d. Mr. 
Briggs also tells us that he will be including 
some stereosonic tapes of both British and 
American origin. 
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MOZART. Symphony No. 33 in B flat 
major, K.319. Symphony No. 40 in 
G minor, K.550. Vienna Philhar- 
monic Orchestra conducted by Karl 
Munchinger. Decca LXT5124 (12 in., 
39s. 74d.). 
Symphony No. 33: 
Concertgebouw, Beinum (oi, LXT2686 


Vienna Pro Musica, Perlea (4/55) PL8750 
London Mozart, Blech (3/56) (iycL P1066 


one”, No. 40: 
L.P.O., Kleiber ayer LX3022 


L.S.O., Krips 10/53) LXT2819 
London ut, Blech pea) (H)CLP1009 
Minneapolis S.O., Dorati (6/54) MG50010 
Champs-Elysées Orch., Scherchen 

(12/54) DTL93020 
R.P.O., Beecham 


(3/56) ABL3094 
Vienna State Opera, Prohaska PLV7014 

The main trouble with these performances 
is a lack of real p, with consequent monotony 
of dynamic range. At first I wondered if the 
recording people were to blame. But the 
difference between # and / playing is not 
merely one of quantity of sound, of course, 
but also of manner of playing, and I don’t 
believe Miinchinger has bothered enough 
to make his strings play really softly. Who- 
ever is to blame, the fault is there. Listen 
to almost any soft resumption at the end of 
a full orchestral passage and the point is 
clear. Listen right through Symphony 
No. 33 and see if you don’t find that after a 
time the monotony of sound kills any 
interest in whatever qualities the playing 
and interpretation may have. 

But if No. 33 doesn’t want a great range 
of sound anyway (though it still wants 
p playing), what about the G minor, 
the symphony which most anticipates 
Beethoven’s violent dynamic changes, especi- 
ally in its Finale ? This is wrecked by any 
lack of vivid contrast. In addition, in this 
performance, I found the first movement 
exceedingly tame. I cannot believe, for one 
thing, that this sedate tempo is what 
Mozart meant by allegro molto. The slow 
movement has a good speed and an 
excellent line but is not particularly imagin- 
ative. (Where is the wonderful f sound, 
with the terrific E flats from the basses, at 
bar 44 ?) The Finale is dreadfully dull— 
no violence at all! 

Recommended: Blech’s plum label No. 
33 and also the far older (1952) but still 
outstanding one by van Beinum and the 
Concertgebouw: for No. 40 I think it is 
between Krips and Blech—but I have still 
to hear on any record the sort of G minor 
that Bruno Walter used to do so magni- 
ficently. Ta. 


NIELSEN. Symphony No. 3, “ Sinfonia 
Espansiva”’, Op. 27. Ruth Guldback 
(soprano), Erik Sjoberg (baritone). 
Danish State Radio Symphony 
Orchestra conducted by John 
Frandsen. Philips NBR6034 (10 in., 
25s. gd.). 

Danish Radio, Tuxen (1/53) LXT2697 
Carl Nielsen’s Third Symphony is an 
open-hearted, warm-natured composition, 
not “ expansive”’ in the sense of being 
enormously long (it takes just over half 
an hour), but in the sense of being genial 
and benign, and in Mr. Robert Simpson’s 
words, expressing “‘ the outward growth of 
the mind’s scope and the expansion of 
life that comes from it”. Yet within the 
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comparatively short length, we seem to 
cover an enormous amount of ground: the 
effect is always broad, unhurried—expan- 
sive, in fact. Beneath the immediately 
taking outward appearance, there lies a 
boldly fashioned and complex structure, 
which Mr. Simpson has thoroughly ana- 
lysed in his monongraph on the composer. 
The first movement is bluff and friendly; 
the second is a pastoral (it is here that the 
two wordless voices thread through the 
instrumental patterns). III is a complex 
scherzo, while the Finale is based on a 
big, candid, unaffectedly simple tune. It is 
all very characteristic of Carl Nielsen’s 
early mature style, and very enjoyable. 
The early Decca recording was rather 
dim in soft passages and muddy in climaxes; 
it sounded like a transfer from 78s. The 
new version is most welcome. John 
Frandsen, with the same orchestra, gives 
no less imposing a performance, and 
although the recording is not spectacularly 
good, it reaches an easily recommendable 
level. Besides, the new disc costs 14s. 
less than its predecessor. All that is required 
from the soloists is pleasant-toned vocalising, 
which Miss Goldback (remembered for 
her Sophie at Covent Garden in 1952 and 
1954) and Mr. Sjéberg (who also sings in 
the Decca recording) can well provide. 
A.P. 


PROKOFIEV. Lieutenant Kije— 
Symphonic Suite, Op. 60. Orchestre 
de la Société des Concerts du 
Conservatoire de Paris conducted 
by Sir Adrian Boult. The Love of 
Three Oranges—Symphonic Suite, 
Op. 33a. London Philharmonic 
Orchestra conducted by Sir Adrian 
Boult. Decca LXT5119 (12 in., 
39s. 74d.). 


Coupled as above : 
French Radio Orch., Desormiere (8/52) CTL7017 


re Kije: 

V.S.O., Scherchen (10/53) WLP5091 

Paris P.O., Horenstein (1/56) PL9180 

Love of Three Oranges : 

Philharmonia, Malko (11/55) (H)CLP1060 

This is an excellent disc, with spirited 
playing and lively, realistic quality. But 
one’s choice is not made any easier by this 
as the same can be said of some of the other 
discs listed above. (Not, I think, of 
Scherchen, whose performance suffers from 
a rather shrill quality.) Horenstein gives 
an equally vivid account of Lieutenant Kije, 
and gets it onto three-quarters of a side, 
whereas the others take a whole side for it. 
(The Horenstein version has Prokofiev’s 
ballet Chout occupying the remaining side- 
and-a-quarter.) Boult, like Horenstein, 
takes the “‘ Birth of Kije ” rather too fast— 
Désormiére is to be preferred here—but is 
excellent in the Romance, with its tongue- 
in-the-cheek double-bass solo. The cornet 
solo in the Wedding movement is good, 
though lacking the snap Horenstein gives it. 
Personally I find Love of Three Oranges 
musically much more interesting than Kije. 
Here, too, Boult is vital, though not more 
so than Malko. But the latter spoils things 
a little by finishing on the exqusitely 
beautiful music for the Prince and Princess 
—the only slow and lyrical part of the 
suite—whereas Boult adds the bustling 
music from the very end of the opera and 
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LUDWIG VAN BEETHOVEN 
MISSA SOLEMNIS, D major, Opus 123 


Maria Stader - Marianna Radev + Anton Dermota - Josef Greindl 
St. Hedwigs Cathedral Choir - The Berlin Philharmonic Orchestra 
Conductor : Karl Bohm 
2—12” LP’s DGM 18232/3 
* 


PAUL HINDEMITH 
SYMPHONY “DIE HARMONIE DER WELT” (1951) 


The Berlin Philharmonic Orchestra * Conductor : Paul Hindemith 

12” LP DGM 1818] 

* 
ROBERT SCHUMANN 
SYMPHONY No. I, Bb major, Opus 38 (Spring Symphony) 

RIAS Symphony Orchestra, Berlin - Conductor : Ferenc Fricsay 

12” LP DGM 18235 

* * 
FREDERIC CHOPIN FELIX MENDELSSOHN 


FOUR BALLADES OVERTURE : THE HEBRIDES 


Opus 23, 38, 47 and 52 
; Fingal’ 
Julian von Karolyi, Piano (Fingal’s Cave) Opus 26 


10” LP DG 16025 OVERTURE : A CALM SEA AND 





* A PROSPEROUS VOYAGE 
ROSSINI-RESPIGHI Opus 27 
LA BOUTIQUE FANTASQUE The Berlin Philharmonic Orchestra 
RIAS Symphony Orchestra, Berlin Conductor : Fritz Lehmann 
Conductor : Ferenc Fricsay 
10” LP DG 17054 10” LP DG 17044 





FIFTEENTH RELEASE 
Available Ist May 
PRICES (inc. P.T.) : DG series—29/64d. DGM series—39/74d. 


Please write for inclusion in our mailing lists to : 
HELIODOR RECORD COMPANY LTD. « 8 CLARGES STREET * LONDON, W.1 * GROSVENOR 3095 
SUBSIDIARY COMPANY OF THE DEUTSCHE GRAMMOPHON GESELLSCHAFT, HANNOVER 
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The GRAMOPHONE 





£10 


can go a long way 


Converted into records from The Gramophone Shop, 
£10 can go anywhere on earth, postage and packing 
free. You'd be surprised how often our Postal 
Service renders first aid to music-starved gramophiles 
from Kalgoorlie to the Copper Belt. Nearer home, 
the natives of Chelsea and Kensington have come to 
regard The Gramophone Shop as their musical Mecca. 
Here, there and everywhere, we offer the kind of 
service which keen music-lovers cannot do without. 
Come, write, telephone, if necessary cable to us. 


We are used to coping with urgent calls. 


¥% All LP records ore sent post free to addresses in Great Britain. 


The Gram@phone Shop 





RECORDS, GRAMOPHONES, RADIO, 
TELEVISION, TAPE RECORDERS 
130 SLOANE STREET, LONDON, S.W.!. (SLOane 900!) 


Come by bus (11, 19, 22, 46, 137) or by Underground to Sloane Sq. Station. 
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SUPPLIED IN 
ATTRACTIVE PKTS. 


12” - 5/3 PER DOZ. 


10" - 46 ,, ,, 
3/- ” ” 
THE POST FREE 


ORIGINAL 


- _ Poltbag 


prorecion DISC COVERS 


Our introduction in this country of Polibag Disc Covers for the pro- 
tection of LP Records has spread far and wide. We are now regularly 
sending Polibag Disc Covers all over the world because ‘‘ Polibags ”’ 
have proved their value. For protecting the delicate surfaces of LP 
Records from the harmful ravages of dust, grit and moisture there is 
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CCS24 Otello : Act I, Love Duet, w. Caniglia. 2 sides oes ss . 
CCSs25 Turandot : Non Piangere, Liu/Gioconda : Cielo e mar ... aS ae os 
GIOVANNI MARTINELLI, tenor 
DA809 Aida: O terra addio, w. Ponselle. 2 sides i 6/7 
CCS26 Trovatore : Mal reggendo & Ai nostri monti, w. ‘Homer oe 
JOHN McCORMACK, tenor 
CCS27 Don Giovanni : Il mio Tesoro/Elisir d'amore : Lagrima _ ne 9/5 
CCSs3 Hymn to Christ the King (O’Brien) van 13/11 
CCSI64 Jesu Joy of Man's desiring (Bach)/Praise ye ‘the Lord ies = fT 
DA293 A Dream/Machushla ... os ven ioc 
DA973 Little Silver Ring (Chaminade)/Bird songs at even. ae sue —— 
DAIII9 Rose of Tralee & Ireland, Mother Ireland . = aoe «| 
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DB2867_ ~— Floridante : Caro Amore/Semele : Where’er you walk see es 9/5 
DA458 Ave Maria (Mascagni)/Serenade (Schubert) nee we ois .. 6% 
DB577 Ave Maria (Gounod)/Jocelyn : Angels guard thee se shes os ae 
ELSE MUHL, soprano 
CCS28 Magic Flute : Queen of the night's Ist & 2nd arias on. <a in 
CLAUDIA MUZIO, soprano 
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ELISABETH SCHUMANN, soprano 
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DB21572 Brahms—Ruhe Sussliebchen/Schubert—Nachtviolen, etc. me oo ae 
DB21605 Group of German folk songs arr. by Brahms. 2sides ... ian a ae 
DAI852 Schubert—Rosamunde : Romance & Die Forelle eas ee «. 6/7 
CCS163 er eg ne ee & Don Giovanni : Vedrai carino ‘ 6/73 
CCSi65 hen/Schubert—Hark, hark, the lark 6/73 
CCS166 Wings of song (Mendelssohn)/Spharenklange (Strauss) . 6/74 
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SARAH VAUGHAN IN THE LAND OF HI FI 


Over the Rainbow: Soon: Cherokee: 

I’ll Never Smile Again: 

Don’t Be On The Outside: 

How High The Moon 

It Shouldn’t Happen To A Dream: 
Sometimes I’m Happy: Maybe: 

An Occasional Man: Why Can’t I: Oh My 


12” 334 rpm 
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PRESENTING THE GERRY MULLIGAN SEXTET 


Mud Bug: Sweet And Lovely: Apple Core: 
Nights At The Turntable 

Broadway: Everything Happens To Me: 
The Lady Is A Tramp: Bernie’s Tune 


EjJL 101) =12” 334 rpm 
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i a 
1G) JULIAN ‘‘CANNONBALL” ADDERLEY fl 
G 

a Cannonball: Willows; Everglade: Eh 
TH} Cynthia’s In Love: The Song Is You ial 
1G) Hurricane Connie: Purple Shades: ial 
Ta Rose Room: Fallen Feathers: fal 
| You’d Be So Nice To Come Home To fal 
(G} yu 16212” 334 rpm fl 
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{i} fl 
o JOE TURNER and PETE JOHNSON a 
TA} S.K. Blues, Parts 1 & 2 fl 
TA) Johnson and Turner Blues: fl 
{G) Watch That Jive 
a ERE 1500 7” 45 rpm E.P. 
(G} fl 
(6)S)S) 5) 6) 6) 6) 6) 6) S) 5) 5) 6) 5) 5) S)6)S)))5)5)5)) 
a 

it} 
ta SWEET CLIFFORD clifford Brown trumpet fl 
[4] Sweet Clifford: Stompin’ At The Savoy fl 
{G} fl 

ERE 1501 7” 45 EP. 
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The Hook: Samie 
Shad Roe: Crew Cut 


ERE 1502 7” 45 rpm EP. 
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so gives the Suite more shape ; also he plays 
the Prince and Princess music with a little 
more feeling than Malko. But I suspect 
that Désormiére really had the measure of 
these dry, witty suites better than any of 
them, though his performances are not 
quite so brilliantly recorded. R.F. 


RESPIGHI. Gli Uccelli—Suite for 
Small Orchestra. Ancient Airs 
and Dances for the Lute— 
Orchestral Suite No. 2. Vienna 
State Opera Orchestra conducted 
by Franz Litschauer. Nixa PVL7025 
(12 in., 39s. 74d.). 


Gh Uccelli 
Scarlatti Orch., Caracciolo 33CX1354 


The first of these suites, The Birds, to 
give it its English title, consists of five 
keyboard pieces of the seventeenth and 
eighteenth centuries arranged for small 
orchestra. The only one that is well- 
known in its original form is Rameau’s La 
Poule. The most beautiful is a grave piece 
called The Nightingale by an anonymous 
English composer of the sixteen hundreds. 
On the other side is the second of Respighi’s 
sets of Ancient Airs and Dances, arrange- 
ments of lute pieces by much earlier com- 
posers than those who wrote The Birds. 
Besardo’s Danza Rustica is somewhat in the 
style of Warlock’s Capriol suite and is most 
attractive. The orchestra is rather larger 
than for The Birds, and includes a part for 
piano duet (kept too much in the back- 
ground on this disc). The performance is a 
little untidy at times, but generally good. 
A muted trumpet solo near the end of The 
Birds is inaudible. The recording is 
excellent. 

These pieces are not arrangements in the 
sense that Respighi’s version of the Bach 
Passacaglia is an arrangement. They are 
much more creative, with the original pro- 
viding the basis, the starting point if you 
like, but not all the material. They seem 
.o me to be written with great charm and 
to be models of their kind. R.F 


(The Columbia recording of The Birds, 
listed above, has not been received at the 
time of going to press. A review of this 
recording will appear next month.—Ep.) 


ROSSINI. La Boutique Fantasque 
(arr. Resphigi). RIAS Symphony 
Orchestra, Berlin, conducted by 
Ferenc Fricsay. D.G.G. DG17054 
(10 in., 29s. 64d.). 
L.S.O., Ansermet 
Covent Gdn., Rignold 
Philharmonia, Galliera (11/53) 3381009 
Philharmonia, Irving (5/54) (H)DLP1032 

La Boutique Fantasque is a riot of colour 
and of high spirits, or at least intermittently 

so; it does not give up all its secrets in a 

careful performance. Fricsay and the Berlin 

RIAS Orchestra are at times very careful, 

and the result is that their performance has, 

on paper, all the virtues, and yet does 
somewhat lack fire. The Nocturne, for 
example, a piece not to be kindled by fire, 
is played superbly ; its performance cannot 
be bettered anywhere in the list above. 

But the Mazurka, at the other extreme, 

‘anguishes for want of a head of steam ; it 

is played very correctly indeed. 

A very good and clear recording makes 


(3/51) LXT2555 
(10/52) PMD1002 
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this Boutique far from unacceptable; in 
fact it is a strong competitor with the best 
of its rivals. All in the field offer much the 
same selection from the ballet: none omit 
any of the well-known numbers, and all 
make a great number of minor and rather 
advantageous cuts (including the Decca 
version, often wrongly described as com- 
plete). Curiously, though, the Philharmonia 
does not seem to have been on its best form 
on any of its Boutique days, and choice 
should probably lie between the Decca, the 
Parlophone, and the new D.G.G. version. 
Even without considering any price differ- 
ential, of these I distinctly prefer the 
Parlophone ; Hugo Rignold persuades the 
Covent Garden orchestra into an extremely 
good performance, brilliantly recorded. 
M.M. 


SCHUMANN. Symphony No. 1 in 
B flat major, Op. 38, “ Spring ”’. 
RIAS Symphony Orchestra, Berlin, 
conducted by Ferenc Fricsay. D.G.G. 


DGM18235 (12 in., 39s. 74d.). 

Suisse, Ansermet (10/51) LXT2602 
Bamberg S.O., Keilberth (3/54) LGM65010 
Boston S O., Munch (12/54) (H)ALP1203 


The limited success of all the existing 
versions of the Schumann Spring Symphony 
might very reasonably have led buyers to 
settle for the ten-inch Telefunken: if it 
possessed no very convincing musical advan- 
tage, it did possess an economic one. Now 
I would suggest that in this instance thovghts 
of economy should be thrown out of the 
window: the new D.G.G. is so palpably 
the most desirable version to be published 
yet. 

Whether as a performance Fricsay’s is a 
substantial improvement on Ansermet’s is 
perhaps not easily established, but the two 
certainly rank comparably. Fricsay has the 
advantage of the mest beautiful orchestral 
playing: his brass will merge, when 
required, or will now and again sound 
brazen when Schumann in a rare moment 
seems to call for that. And his woodwind 
will play a solo—allowed them here more 
frequently than in other Schumann sym- 
phonies—with finish ; though the flute- 
player, making a little accelerando at the end 
of his run-up towards the end of the first 
movement, seems to take everybody 
else by surprise. If Fricsay should seem 
dull at all, it would probably be in the 
scherzo, which tends to sound laboured— 
even for a Schumann scherzo—in places, 
though not seriously so ; the slow movement 
is kept going exceptionally well, helped 
noiiceably by the sensitive handling of their 
tune by the ’cellos. 

But it is on the question of recorded 
quality that the D.G.G. shows the most 
decisive superiority ; there is richness and 
depth to spare, and enough brilliance for 
the requirements of the great majority of 
amplifiers. To remark that it is unfortunate 
that the turnover comes between the second 
and third movements is not to suggest that 
anything else is here reasonably practicable, 
for it is not ; it is only to sympathise with 
composers born before the LP age who 
could not be expected to foresee the 
awkwardness of thematic continuity at this 
point—Elgar in his First Symphony, for 
example, or Schumann here. Meanwhile, 
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this version of the Schumann First must be 
unhesitatingly recommended. M.M. 


SCHUMANN. Symphony No. 2 in C 
major, Op. 61. The Cleveland 


Orchestra conducted by George 
Szell. Philips NBR6003 (10 in., 
25s. gd.). 


Paris Conservatoire, Schuricht (11/52) LXT2745 
N.Y. Stadium S.O., Bernstein (1/55) AXTL1067 


Bernstein’s performance remains slightly 
preferable, though there is little enough to 
choose between it and the new version. 
That being so, Philips offer the over- 
whelming attraction of the saving in price 
on a 10 in. record instead of a 12 in., and 
they manage it unscathed apart from one 
moment of pre-echo. Typically, their bass 
recording is strong and vibrant, and their 
reproduction of detail, tricky in this rather 
clogged score, meticulous. Less typically, I 
think, they foist a thin, edgy tone on to the 
violins, and the final drum thwacks are 
curiously tinny: Brunswick offer a more 
balanced recording of less exact definition. 

A.P. has already noted (January 1955) 
that Bernstein’s tempi are almost identical 
to Schuricht’s on the earlier Decca disc. 
Szell takes much the same view, despite the 
shorter space allowed him, and omits only 
two short repeats—at the Allegro ma non 
troppo in the opening movement, and the 
first in trio No. 1 of the scherzo. His attack 
is of greater urgency than Bernstein’s, and 
his energy in the finale makes it sound less 
blatant. In the beautiful Adagio, with its 
surprisingly ‘‘ Elgarian’”’ opening theme, 
he has not the same spaciousness or sense of 
repose that distinguished Bernstein’s per- 
formance. Finer considerations, of which 
there are not many to be made, and indeed 
these ones too, are overruled by the economy 
of Philips’s layout. 


SIBELIUS. Symphony No. 1 in E minor, 
Op. 39. Philharmonia Orchestra 
conducted by Paul Kletzki. Columbia 
33CX1311 (12 in., 39s. 7}d.). 


LSO, Collins (8/52) LXT2694 
RPO, Beecham (12/53) 383CX1085 
Stokowski SO (1/55) (H) ALP1210 


Someone who was listening to Sibelius’s 
First Symphony for the first time would gain 
a very curious idea of it from this vital and 
highly coloured performance. It is not 
insensitive in the way that Stokowski’s 
version is, but rather over-enthusiastic, 
over-emotional, too highly coloured. 

The work, as we know, is as much the 
culmination of the ninete:nth-century 
Romantic symphony as the forerunner of 
the Sibelius that was still to come: earlier 
compositions, such as A Saga, the first set of 
Scénes Historiques and the four Legends, are 
more characteristically ‘‘ Sibelian ” in the 
accepted way than this Symphony. Still, 
though what we might call the “‘ visionary ”’ 
Sibelius is not here, the Symphony is 
characteristic in its scoring and in its 
musical “ fingerprints”. But Kletzki plays 
passages so as to make them sound like 
Richard Strauss, like Johann Strauss (those 
6/4 rhythms of the two “ subsidiary ”’ first 
subjects fall readily enough into a waltz 
lilt; the slightest exaggeration of the 
Atempause, the “‘ catch for breath ”’ before 
the last note of the bar, will do the trick) or 
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like Tchaikovsky (almost every climax) ; 
and the big lush tune of the Finale seems to 
have come straight from the pen of 
Rachmaninov (though his_ well-known 
concertos were still to be written in 1898-9 
the date of the Symphony). 

Which is all very illuminating in a sense, 
because these elements are undeniably 
present in the Symphony. But we must 
return to the Beecham version to be 
reminded that the work is a more consider- 
able, less merely picturesque, composition 
than this. Kletzki, as elsewhere, tends to 
break the movements into sections, and to 
seize rather too whole-heartedly the ample 
chances that there are for being sentimental 
in the second, third and fourth movements. 

The new version, however, is far away 
the best recorded of those available, and 
brilliantly played. I do not share the 
general enthusiasm felt for the Collins 
performance on Decca. By comparison 
with Sir Thomas’s reading, it seems to me 
distinctly wanting in magic (listen to 
Beecham’s phrasing of the Andante: it 
could not be any other conductor), and 
orchestrally less than sumptuous. It is, how- 
ever, a technically better recording than 
the Columbia (Beecham) one. As an inter- 
pretation I should recommend Beecham ; 
as a recording, and as a splendid, exciting 
experience, certainly not without merits, 
though I would submit in unsuitable style, 
the new Kletzki. And those who like their 
Sibelius, or at any rate this Sibelius, to 
sound this way, need have no hesitation. 


SADLER’S WELLS BALLET SILVER 
JUBILEE. Overture and Minuet 
from ‘Comus” (Purcell, arr. 
Lambert). Fugue in D major from 
“Prospect before us” (Boyce, arr. 
Lambert). Allegro (No. 10) from 
‘* Harlequin in the Street ’’ (Couperin, 
orch. Jacob). Agitato (No. 5); 
Allegro vivace (No. 6) from “ Lord 
of Burleigh? (Mendelssohn, orch. 
Jacob). Allegro non troppo (No. 5) ; 
Allegro (No. 6) from “ Les Rendez- 
vous” (Auber, arr. Lambert). 
Sarabande and Orgy from “ The 
Rake’s Progress ’? (Gordon). Consola- 
tion (No. 1); Galop (No. 7) from 
** Apparitions ”’ (Liszt, orch. Jacob). 
Valse for the Gemini (No. 3) from 
** Horoscope ”’ (Lambert). Tango and 
Waltz from ‘“‘ Wedding Bouquet ” 
(Berners). Dance of Summer (No. 
10) from ‘Adam Zero” (Bliss). 
Waltz and Midnight (No. 38) from 
“Cinderella” (Prokofiev). Royal 
Opera House Orchestra, Covent 
Garden conducted by Robert Irving 
with section of the Chorus of the 
Royal Opera House, Covent 
Garden. Chorus Master: Douglas 
Robinson. H.M.V. CLP1070 (12 in., 
33s. 114d.). 

On May 5th, 1931, the ‘* Vic-Sadler’s 
Wells Opera Ballet’? gave its first full 
evening of ballet in the Old Vic. Constant 
Lambert conducted and Anton Dolin 
appeared as guest artist. In a few days’ 
time the Silver Jubilee of this event will be 
commemorated by the Sadler’s Wells 
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Ballet Company in the Royal Opera 
House, in a special performance including 
in the programme a new Ashton ballet, 
The Seasons. For the record collector the 
occasion is handsomely marked by this 
H.M.V. issue, which presents a cross- 
section of the Sadler’s Wells scores, reaching 
back to Ashton’s The Lord of Burleigh (a 
Camargo Society ballet of 1931, taken 
over at Sadler’s Wells the following year), 
and progressing to Helpmann’s post-war 
Adam Zero (1946), the new first ballet to 
be created by the company in their Covent 
Garden home. All the scores are British 
ones, at any rate, in their present form, 
devised for British ballets—with the single 
exception of the concluding item, the 
Waltz and ‘‘ Midnight ” scene from Pro- 
kofiev’s Cinderella, which seems to be just 
a little out of place here—though the clock 
striking twelve is perhaps a suitable way 
of ending the party ! 

And a gay party it is. The Covent 
Garden Orchestra are at the top of their 
form; players, Mr. Irving (the present 
musical director of the company) and the 
H.M.V. engineers have all risen to the 
occasion. As in the case of every anthology, 
each listener will regret the omission of 
favourite items, and perhaps wish for a 
slightly different choice. But there should 
be little dissatisfaction with the present 
programme, which has concentrated chiefly 
on the brilliant and the bright, with Gavin 
Gordon’s Sarabande from The Rake’s 
Progress and the Liszt Consolation from 
Apparitions providing points of repose. One 
sequence is perhaps not too well planned : 
the Allegro vivo from The Lord of Burleigh 
and the Allegro non troppo from Les 
Rendezvous are too much alike, in tempo, 
rhythm and scoring, to make an effective 
juxtaposition. 

Detailed comment is hardly called for. 
The trumpet ceremonial of Comus opens the 
proceedings in fitting style, and is followed 
by a succession of delightful melodies in 
the brilliant, colourful arrangements— 
pizzicato strings, sparkling woodwind, harp 
and triangle, all the things which make for 
pretty ballet music—which Constant Lam- 
bert and Gordon Jacob produced so well. 
Side one closes with Gavin Gordon’s 
pastiche music for The Rake’s Progress— 
slightly less successful. (The Rake’s Pro- 
gress, by the way, is the only one of these 
ballets, except for Cinderella, which has 
been seen in London at all recently ; the 
Sadler’s Wells Theatre Ballet keep it in 
their repertory.) 

On the other side the highlights are the 
Tango and Waltz from Lord Berners’s 
witty A Wedding Bouquet, the Covent 
Garden chorus chanting Gertrude Stein’s 
text with delightful urbanity, and BBliss’s 
powerfully theatrical music for Adam Zero. 

A.P. 





John Warrack 

In the temporary absence of two of our 
regular reviewers, at rather a crucial time 
approaching the press deadline, John 
Warrack, music critic to the Daily Telegraph, 
contributes to this issue. We shall shortly 
be publishing an article by him entitled 
Chamber Music for Wind. 
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WAGNER. Siegfried’s Rhine Journey ; 
Siegfried’s Funeral March from 
** G6tterdammerung ”’. Berlin Muni- 

cipal Opera Orchestra conducted 
by Arthur Rother. Telefunken 
TM68044 (10 in., 19s. 6d.). 

This performance of the Rhine Fourney 
begins full tilt after the end of Briinnhilde 
and Siegfried’s duet at the end of the 
Prelude and goes, of course, to the start of 
Act I. Some good, full-blooded playing, 
well recorded, though it is a pity they didn’t 
take the little bit of trouble needed to make 
Siegfried’s horn sound from afar—after all 
Wagner’s detailed directions about where 
the player should be put, too ! 


The playing of the Funeral Music could 
sometimes be more electrifyingly precise, 
but the sound is fine and it makes its effect, 
as this astonishing music can hardly help 
doing. x is 5B 


CHAMBER MUSIC 


BEETHOVEN. Quartet No. 1 in F 
major, Op. 18, No. 1. Quartet No. 2 
in G major, Op. 18, No. 2. Budapest 
String Quartet. Philips ABL3105 
(12 in., 38s. gd.). 


Coupled as above : 
ungarian Quartet 
Quartet No.1: 
Pascal Quartet 


(11/54) 33CX1168 
Quartet No. 2 (11/58) CLP1201 
ua 0. 


Pascal Quartet (3/53) CLP1202 

I had better say straight off that the three 
ensembles listed above are all of the highest 
class, and give fine performances. One 
would need to live with these records for 
some time before being sure which one was 
liked best. The new disc is extremely well 
recorded with nice resonance and plenty of 
top, and the instruments are well balanced. 
By contrast, the Hungarian Quartet 
(Columbia) sounds a little woolly. On the 
other hand the Columbia version is the only 
one that gives you the repeat in the two 
first movements. The Budapest Quartet 
have that sweet, at times almost over-sweet, 
tone one associates with Hungarian fiddlers. 
One is conscious that the leader achieves 
this sweetness, in part at any rate, by start- 
ing long notes “from nothing” and 
making a bulge in the middle of them. 
But generally the effect is not unpleasant, 
and the quality of the playing is in some 
ways akin to that of the Amadeus Quartet. 
The ensemble is excellent, and the playing 
at times has great vitality, notably in the 
scherzo of the G major quartet, which is 
much better played on this new record than 
it is by the rival ensembles. Once or twice 
the leader is a shade under the note, at 
least at the start of it—for instance bar 76 
of the slow movement of the G major. 


‘Incidentally there are some odd noises in 


bars 73 and 75 of this movement; _ they 
sound as though someone is inadvertently 
touching an open string during a rest, but 
this could hardly have happened twice. 
Whatever the cause, a retake would have 
been worth while. D.S. complained in his 
review of the Hungarian Quartet that the 
’cello solo is covered up at bar 145 of the 
first movement, and this is equally true of 
the Pascal. On the new disc the ’cello is 
even harder to hear at this point, and in 





